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ABSTRACT  
   
Vaclav Nelhybel (1919-1996) composed over 600 works, a significant number of 
which were never published. The trombone is included in more than 200 of Nelhybel’s 
compositions, some featuring the instrument in a solo role and also as a key contributor in 
many of his chamber and large ensemble works. The goal of this project is to bring this 
significant body of trombone literature into the light by examining his seventeen 
compositions that feature the trombone in solos and trombone ensembles; this paper also 
includes a select listing of other works by Nelhybel that include the trombone. The 
seventeen highlighted pieces include nine works for solo trombone and eight for 
trombone ensemble. This paper also contains background information on the composer 
and a brief discussion of his overall compositional history, focusing on the last thirty 
years of his life when he was most active as a composer and became one of the most 
prominent figures in the wind band movement in the United States. The central portion of 
the paper describes each of Nelhybel’s compositions that feature the trombone and is 
divided into three sections: the trombone as solo instrument in published works, an 
unpublished Concerto for bass trombone, and chamber works for two or more trombones 
alone. Discussions of key pedagogical aspects, recurring features and techniques, each 
piece’s difficulty level, and suggestions for performance are included for added depth. 
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NOMENCLATURE 
 This paper utilizes the musical pitch nomenclature system used by the 
International Trombone Association, as reproduced in the Reviews section of its quarterly 
Journal: 
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CHAPTER 1 
INTRODUCTION 
 During his eventful and productive life, Vaclav Nelhybel1 (1919-1996) achieved 
something few composers ever attain: widespread fame among both professional and 
amateur musicians alike. After immigrating to the United States from his native 
Czechoslovakia, Nelhybel began an exploration of the state of music in American 
schools, especially high schools and colleges. His passion for music education led him to 
write extensively for the American wind band, unleashing a fury of compositional output 
that rivals even the most prominent and prolific composers of that era. While discovering 
the possibilities of writing for wind band, Nelhybel also began to write many solo and 
chamber works for student performers. This output gave less-experienced musicians 
opportunities to work on music carefully crafted for their instrument, age, and ability 
level, as well as the satisfaction of working on music by a notable composer.  
Simultaneously, Nelhybel continued composing for professionals as opportunities 
presented themselves, writing works for a wide range of individuals, large ensembles, 
and organizations. There is perhaps no type of traditional instrumental ensemble or 
difficulty level for which Nelhybel did not write. Virtually all standard band and 
orchestral instruments are accounted for in his solo and chamber compositions. This 
broad range of pieces demonstrates Nelhybel’s remarkable flexibility as a composer. His 
total number of works surpassed 600, many of which remain unpublished, partly due to 
the composer’s tendency to quickly move onto a new project once one was finished. 
                                                
1 The correct spelling of Nelhybel’s name is Václav Nelhýbel, although for all practical intents and 
purposes, he changed it to Vaclav Nelhybel. He used this spelling in his own correspondence and most of 
his publications, and it is used throughout this paper. 
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 If one examines Vaclav Nelhybel’s total output, it is clear that he had a particular 
affinity for brass instruments. Of these, no instrument features more prominently in the 
scope of Nelhybel’s compositions than the trombone. Nelhybel completed seventeen 
works for trombone solo or trombone ensemble, and among them is a bass trombone 
concerto that remains unpublished largely because three pages are missing from the 
manuscript score. This number of works for trombone is one of the most significant 
compositional outputs for the instrument by a prominent composer. Of particular interest 
within these seventeen works are four concertos for both the tenor and bass trombones. 
Three were written for, premiered by, and dedicated to notable professional trombonists, 
and were carefully constructed to suit the instrument and its performers.  
 Despite Nelhybel’s extraordinarily high profile as a composer up until his death in 
1996, much of his music has fallen out of print and into obscurity. With a few exceptions, 
his trombone compositions are essentially unknown within the trombone community. The 
reasons for this neglect include a lack of published scholarship on these works including 
their compositional background, who they were written for and who premiered them, and 
a lack of detailed information about the pieces themselves––range, pedagogical use, level 
of difficulty, when the pieces were published, and if they remain published today. Given 
the weight of Nelhybel’s contribution to the trombone’s literature (the number of works 
and their overall scope), this music is worthy of both further study and more numerous 
performances. 
 Perhaps even more important than resuscitating Nelhybel’s trombone music is a 
need to revitalize an understanding of the man himself. For several decades, Vaclav 
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Nelhybel was one of the most prominent composers of American wind band music, and 
his enormous output should be reassessed. 
This project seeks to call attention to Nelhybel’s works for trombone, shedding 
light on all facets of each work. All of the seventeen pieces discussed herein have 
significant pedagogical benefits to trombonists and they cover a wide range of difficulty 
levels. To stimulate ongoing research about Nelhybel and his work, this paper also 
includes a brief biography that adds to and synthesizes existing biographical works in an 
effort to form a more concise background of the composer’s life than what is readily 
available. Beyond contributing significantly to existing scholarship on the composer, 
developing a greater understanding of his work, and drawing attention to his affinity for 
the trombone, it is hoped that this paper will lead to a greater understanding of the 
composer, his legacy, and, in particular, the importance of his compositions for 
trombone. As a result, one hopes this study will inspire further research, performances, 
and recordings of Nelhybel’s works for trombone. 
  4 
CHAPTER 2 
THE COMPOSER: VACLAV NELHYBEL 
 This biographical chapter explores the rich background of Vaclav Nelhybel and 
provides a brief sketch of his life to supply context for the discussion that follows of his 
works for trombone. Existing published scholarship on the composer’s life is surprisingly 
small, being limited, in the main, to several articles in various music periodicals as well 
as newspaper accounts of concerts, compositions, and events. Other sources—such as 
The Wind Repertory Project and the Vaclav Nelhybel website that is run by the 
University of Scranton—also have summaries of his life and work. The most 
comprehensive treatment of Nelhybel’s life comes from dissertations by Peter Loel 
Boonshaft and Joel D. Knapp.2 Boonshaft’s biography of Nelhybel was compiled from 
twenty-seven interviews he had with the composer over a period of three-and-a-half years 
and must be considered a primary source in and of itself. 3 While the brief biography of 
Nelhybel in this paper draws heavily from Boonshaft’s interviews with Nelhybel and the 
work of other authors, readers are directed to the cited sources for a fuller account of 
Nelhybel’s life. 
                                                
2 Peter Loel Boonshaft, “Vaclav Nelhybel: A Biographical Study and Survey of his Compositions with 
an Analysis for Performance of Caucasian Passacaglia” (DMA diss., University of Hartford, 1991). Also 
Joel D. Knapp, “Vaclav Nelhybel: His Life, Influences on His Compositional Style, and a Review of His 
Published Choral Compositions” (DMA diss., University of Missouri-Kansas City, 1991). 
3 In his biography page at Hofstra University where he is Professor of Music, Dr. Peter Boonshaft 
states that he is the author of Vaclav Nelhybel: His Life and Works. However, shortly after Nelhybel’s death 
and memorial service, Boonshaft was asked by the Nelhybel family to remove this second biographical 
work from the market, leaving Boonshaft’s dissertation as the primary and definitive collection of 
biographical information on the life of Vaclav Nelhybel. The information contained in Boonshaft’s 
dissertation was compiled over the course of 27 separate interviews, many of which lasted nine to ten 
hours. Phone conversation between Peter Boonshaft and the author, October 4, 2019. 
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 Vaclav Nelhybel (VAHTS-love NELLIE-bell) was born on September 24, 1919, 
in Polanka nad Odrou, Czechoslovakia, in what is the present day Czech Republic.4 He 
died on March 22, 1996, in Scranton, Pennsylvania. The youngest of five children born to 
Karel and Zofia Nelhybel, Vaclav had two older brothers and two older sisters.5 His 
father was a farmer, landowner, and entrepreneur.6 Vaclav Nelhybel was born close to the 
feast day of Saint Václav Wenceslaus, the first King of Bohemia, and was given the name 
of the saint.7 In addition, it was customary for Catholic mothers in the area to dedicate 
one of their sons to God. With his older brothers already out of the home and pursuing 
careers, there was a strong desire on the part of Vaclav’s mother for him to receive a 
traditional education and enter the priesthood. This ultimately led to Vaclav Nelhybel’s 
enrollment in a Jesuit boarding school in Velehrad, approximately 100 kilometers south 
of the Nelhybel farm.8 
 Throughout Vaclav’s early years, he was exposed regularly to music, through 
singing in his family by both of his parents as well as through wandering Romani 
(“Gypsy”) bands. This musical culture that he absorbed was primarily folk music and was 
built on modalities and other indigenous musical characteristics and sounds. These 
influences would have a significant impact on Nelhybel’s musical career as it took shape 
during the rest of his childhood and early adulthood. Despite his strong interest in music, 
he was discouraged from pursuing any kind of musical training. Vaclav’s frequent pleas 
                                                
4 Czechoslovakia was a sovereign state in Europe from 1918 to 1993 at which time nationalist 
pressures led to the dissolution of the country by its parliament and the establishment of two countries, the 
Czech Republic and the Slovakia, officially the Slovak Republic. 
5 Boonshaft, 4. 
6 Knapp, 2. 
7 Boonshaft, 5. Saint Václav Wenceslaus (also Wenceslas I or Václav the Good) was born c. 911 and 
was murdered on September 28, 935. His feast day is September 28.  
8 Knapp, 5. 
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for piano lessons were repeatedly denied by his parents due to their view of music as 
being a non-professional and “Gypsy” way of life. There were no musical instruments in 
the Nelhybel home, Czech schools did not offer any musical instruction, and the 
Nelhybels’ parish provided no musical training; its church services utilized only 
congregational hymns without accompaniment. At the age of six, and without his parents’ 
knowledge, Vaclav began visiting a Russian Orthodox Church near Polanka where he 
secretively observed other musical traditions and sounds for several years.9 
 When Nelhybel began his studies at the Jesuit School in Velehrad, Moravia, at the 
age of eleven, he received greater exposure to music through the school’s occasional 
music appreciation classes. While the school offered no formal musical instruction, it did 
have several pianos. Having access to these instruments was Nelhybel’s first opportunity 
to express his musical ideas. He played entirely by ear and taught himself to read music 
by watching his peers. In addition to these early musical experiences, the school 
conducted religious services every day, at which students sang Gregorian chant, free of 
meter and utilizing modes. Later in his life these musical characteristics found their way 
into Nelhybel’s music.10 In the early part of Nelhybel’s studies at the boarding school, he 
also taught himself to play the organ, eventually becoming the school’s chapel organist. 
 Several years later, having noticed there was enough interest in music and enough 
boys who played other instruments, Nelhybel formed an orchestra comprised of his 
classmates. In time, Nelhybel learned all of the instruments that his peers played 
including violin, viola, cello, trumpet, trombone, French horn, flute, and clarinet.11 
                                                
9 Boonshaft, 9. 
10 Boonshaft, 11. 
11 Knapp, 5. 
  7 
Nelhybel endeavored to know the instruments well enough to create arrangements for the 
unique instrumentation of the school’s ensemble. He learned to write for each instrument 
through score study in the school’s small music library. The Archbishop of Prague, for 
whom Nelhybel wrote one of his first compositions, attended the first performance by 
this school orchestra.12 
 
Figure 1. Orchestra at the Jesuit School, Velehrad, Moravia, c. 1933. Vaclav Nelhybel is 
seated in the second row, far right, holding a valve trombone. Photo courtesy of Vaclav 
Blahunek. 
 
While keeping up with his normal school studies with the Jesuits, Nelhybel 
continued to pursue his passion for music through composing, conducting, and learning 
other instruments. Because Polanka nad Odrou was located near the border of Poland, 
Nelhybel developed a working knowledge of not only Czech, but also German, Polish, 
                                                
12 Boonshaft, 13. 
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and Russian. In addition, the Jesuit School emphasized studies in Greek and Latin. He 
studied Hector Berlioz’s Grand traité d’instrumentation et d’orchestration modernes in 
the German edition by Richard Strauss, and Nikolai Rimsky-Korsakov’s Principles of 
Orchestration in Russian. He also studied texts that focused on modal counterpoint of the 
16th century, harmony, and other aspects of music theory, written by a teacher at the 
Czech Conservatory of Prague.13 
The last two years of Nelhybel’s early formal education took place in a Jesuit 
boarding school in Prague from 1937 to 1938. After graduation from the Gymnasium—a 
college preparatory school—in June 1938, Nelhybel enrolled at the University of Prague. 
In order to please his parents, he initially pursued Greek and Latin studies, though his 
desire was to continue with music. Shortly after he enrolled at the university, German 
forces occupied the Sudetenland, a portion of Bohemia and Moravia that included his 
parents’ home. Nelhybel was cut off from his parents, forcing him to find ways to support 
himself. During this time, Nelhybel submitted scores to Prague Radio that eventually led 
to an airing of his composition, Nonet. This exposure ultimately resulted in his being 
offered the post of House Composer for Prague Radio.14 During the same time, Nelhybel 
was also offered the position of organist at Saint Thomas Church in Prague, a position he 
held for three years.  
While Nelhybel studied at the university and held two music posts, German forces 
completed their occupation of the country by marching into Prague in the spring of 1939. 
The German occupation initially changed nothing in Nelhybel’s routine, but in November 
of 1939, Hitler closed the university and students were sent into forced labor and 
                                                
13 Boonshaft, 14. 
14 Ibid., 18. 
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concentration camps in Germany. Nelhybel fled to the Conservatory of Prague, fearing 
for his life. There he met with the director, explained what had just taken place, and was 
admitted into the third year of a five-year degree program in composition. With this shift 
in his studies, Nelhybel became a full-time music student, receiving particular instruction 
in composition and conducting. The following year, the Germans sought former 
university students who had evaded them and Nelhybel was discovered. German 
authorities initially ordered him to be part of a forced labor group that removed bombing 
debris in Hamburg, Germany. Shortly thereafter, a German music director in Prague 
began to conscript a theater orchestra, chorus, and accompanist; Nelhybel auditioned and 
was accepted as the theater’s accompanist. Although this was technically forced work, it 
was a welcome change from the alternative.15 
Leading up to this new assignment as the theater accompanist in Goerlitz, 
Germany, Nelhybel continued his studies at the Conservatory of Prague. However, when 
he refused to attend a required German language class—which he realized was in fact a 
study of Nazi ideology—Nelhybel was expelled. By this time, he had completed all other 
requirements for graduation from the conservatory.16 Before leaving for Goerlitz, 
Nelhybel submitted his graduation compositions to Prague Radio and the Czech 
Philharmonic. While he worked in Germany in 1941, the premiere of his Symphony 
“Alleluia” received critical acclaim. Feigning illness, Nelhybel was able to return to 
Prague from Goerlitz to resume his post with Prague Radio where he remained from 
January 1942 until the end of the war.17 During this time, Nelhybel married Vera Rehak 
                                                
15 Boonshaft, 20-23. 
16 Ibid., 24. 
17 Boonshaft, 27. 
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and they had a son, Pavel Nelhybel. Vera’s health gradually worsened during the final 
years of World War II and she died towards the end of the war. As a widower with a 
young child, his late wife’s parents, living in Prague, raised Pavel.18 
In the eventful months that led up to and followed the end of World War II, 
Nelhybel found new opportunities and successes. He composed several ballets, one of 
which—Ve Stinu Lipy—won a composition prize sponsored by the International Music 
Congress in Copenhagen, Denmark, with the piece retitled Jamais Plus La Guerre 
(“Never Again a War”).19 Nelhybel was appointed Assistant Conductor of the Czech 
Philharmonic Orchestra by Rafael Kubelik in 1945 but he resigned after three weeks 
when he decided he did not want a full-time conducting career.20 When the University of 
Prague was reopened, Nelhybel returned to pursue a PhD in Musicology.21 
Nelhybel’s initial dissertation topic centered on the rhythm of Slavic folk music. 
However, after hearing performances of Stravinsky’s music for the first time—the 
Russian composer’s music was forbidden in Germany and its occupied lands during the 
war due to his anti-Nazi views—Nelhybel embarked on a study of Stravinsky’s works. 
As a result, Nelhybel changed his dissertation topic to a study of L’histoire du soldat. 
Due to limited local resources available to him in his research, Nelhybel accepted a 
scholarship to continue work on his dissertation at Fribourg University in Switzerland.22 
Nelhybel began his work at Fribourg in May 1946 and was subsequently offered a 
position as Lecturer in Composition at the university. He also was hired as House 
                                                
18 Knapp, 11-12 
19 Boonshaft, 28. 
20 Knapp, 13. 
21 Boonshaft, 31. 
22 Ibid., 32. 
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Composer and Conductor with Swiss National Radio. This position eventually allowed 
him to secure a permit to live and work in Switzerland. In the months that followed, the 
Communist party removed the Czechoslovakian government. Due to increasing travel 
restrictions, Nelhybel made his last visit to Czechoslovakia in 1948 and did not return 
until after its Communist government fell in 1990.23 As a result, he did not see his son, 
Pavel, for over 40 years.24  
During his time in Switzerland, Nelhybel learned French and negotiated with the 
Canadian embassy in Switzerland to move to a French-speaking area in Canada. At the 
same time, he received an invitation to become the Founding Music Director for Radio 
Free Europe in Munich. Desiring to remain in Europe, he accepted the Radio position.25 
Nelhybel moved to Munich at the beginning of 1951. Officials with Radio Free 
Europe encouraged him to become a United States citizen. In April 1952, Nelhybel made 
his first trip to the United States where he stayed for three weeks. He was required to 
return to the United States again in 1954 and 1956 to obtain and renew his American 
residency visa while working in Germany.26 
As the political climate around the world changed, so did Nelhybel’s role with 
Radio Free Europe. Programming gradually shifted from a cultural emphasis to more 
politically related material, which resulted in significantly reduced funding for arts 
programming on the station. Nelhybel continued in his post despite these changes, but he 
considered a permanent move to the United States. In 1956, Nelhybel met Dorothea 
Dinand, who was in Munich to attend a school for interpreters. The two were married in 
                                                
23 Boonshaft, 38. 
24 Knapp, 12. 
25 Boonshaft, 43-45. 
26 Ibid., 48-50. 
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the spring of 1957 and immigrated to New York City. Later that year, at a party arranged 
by one of Nelhybel’s publishers to welcome him to the country, he met Robert Boudreau, 
director of the American Wind Symphony of Pittsburgh. Through this relationship, 
Nelhybel received his first commission in the United States, for his Passacaglia for 
Winds and Percussion.27 
That year, Nelhybel was offered an editorial post with Marks Publishers in New 
York City but he declined, desiring to spend all of his efforts on composing. In the 
months that followed, while continuing his own personal composition pursuits, he 
received several commissions. After a performance of Nelhybel’s Three Modes for 
Orchestra, Paul Kapp, owner of General Music Publishers, offered the composer a 
contract to have twenty of his compositions published by General Music as well as to 
have seventeen pieces recorded by Serenus Editions. As a result, Nelhybel’s reputation 
and popularity in the United States continued to develop. His first piece published in the 
United States was his Golden Concerto for Trumpet and Piano (1960). During this time, 
while still making occasional trips to Europe for periodic conducting appearances, 
Nelhybel made a series of educational recordings with Folkways Records on music 
theory, covering an assortment of topics including basics of twelve-tone composition, 
modal counterpoint of the 16th century, and 18th-century fugue, among others.28 In 1962, 
Vaclav Nelhybel became a United States citizen. In the same year, he took a position at a 
Slovak church in Manhattan, New York, which needed an organist and choir director 
fluent in the Czech language. Nelhybel remained in this post until 1968 when he and his 
                                                
27 Boonshaft, 50-53. 
28 Ibid., 55-57. 
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wife, Dorothea, moved to Connecticut where they eventually had two children, Jana and 
Christopher.29  
During the three decades of composing that followed, Nelhybel wrote extensively 
for wind band. His first experience hearing this type of musical ensemble had a profound 
and lasting impact on the composer and he ultimately wrote dozens of compositions for 
wind band.30 He was fascinated with its various sound possibilities. Many of his most 
notable and widely known works were written for wind band in the 1960s, including 
Trittico (1963), Symphonic Movement (1966), and Festivo (1968). Nelhybel was at the 
forefront of the American wind band movement along with Karel Husa, Vincent 
Persichetti, Norman Dello Joio, and John Barnes Chance. Though he continued to 
compose for and work with professional musicians, Nelhybel increased the time he spent 
visiting public schools, taking up residencies at universities and colleges, and guest-
conducting at workshops and festivals. As a result of the connections and relationships he 
developed, Nelhybel composed a significant body of music for student ensembles ranging 
from middle school to the collegiate level. Several of his most famous compositions 
continue to find their way onto concert programs, especially of college and university 
bands.31 
When describing his own compositional style, sound concepts, and other 
attributes, Nelhybel often scoffed at the idea of putting either specific or broad labels on 
his music. But in the many interviews he gave, the most common and recurring 
                                                
29 Boonshaft, 58. 
30 “Vaclav Nelhybel”, The Wind Repertory Project, accessed August 24, 2019, 
www.windrep.org/Vaclav_Nelhybel. 
31 “Festivo (Nelhybel)”, The Wind Repertory Project, accessed August 24, 2019, 
www.windrep.org/Festivo_(Nelhybel). 
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descriptors he used included panchromatic, modal, medieval or middle ages, Slavic, 
eastern, and even having a character that was more Russian than Czech.32 Some of his 
works included twelve-tone elements while others utilized different atonal concepts. 
Nelhybel did not consider himself to be a tonal composer in the sense that he considered 
tonal to refer to tonic-dominant relationships and specific key signatures. But his music 
always had a gravitational center, whether that was a particular chord or mode. Equally 
important to Nelhybel’s distinctive sound was the composer’s use of rhythm, articulation, 
and the specificity of his score markings. While he was extremely concerned with melody 
and the shape of a line, what gave his music a unique quality was the way he combined 
melody with an often-relentless rhythmic drive. His music displays an unmistakable 
energy and intensity. 
The official Vaclav Nelhybel website, maintained by the University of Scranton, 
describes his compositional sound and technique: 
 
Nelhybel was a synthesist and a superb craftsman who amalgamated the 
music impulses of his time in his own expression, choosing discriminately 
from among existing systems and integrating them into his own concepts 
and methods. The most striking general characteristic of his music is its 
linear-modal orientation. His concern with the autonomy of melodic line 
leads to the second, and equally important characteristic, that of movement 
and pulsation, or rhythm and meter. The interplay between these dual 
aspects of motion and time, and their coordinated organization, results in 
                                                
32 Bruce Duffie, “Composer Vaclav Nelhybel: A Conversation with Bruce Duffie,” accessed 
November 22, 2015, www.bruceduffie.com/nelhybel.html. 
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the vigorous drive so typical of Nelhybel’s music. These elements are 
complemented in many of his works by the tension generated by 
accumulations of dissonance, the increasing of textural densities, 
exploding dynamics, and the massing of multi-hued sonic colors. Though 
frequently dissonant in texture, Nelhybel’s music always gravitates toward 
tonal centers, which makes it so appealing to performers and listeners 
alike.33 
 
 In Nelhybel’s final years, the family moved from Connecticut to Scranton, 
Pennsylvania. He became composer-in-residence at the University of Scranton, a Jesuit 
university, where he co-founded the World Premiere Composition Series, hosted every 
year at the university. He died on March 22, 1996, at Community Medical Center, 
Scranton.  
Though an internationally known and highly prolific composer, Nelhybel’s 
personal tendencies and methods often resulted in finished works whose publication was 
delayed or, in many cases, were never published. On September 9th, 1999, the University 
of Scranton dedicated The Nelhybel Collection, an archive of the composer’s work and 
legacy providing scholars, performers, and students with access to Nelhybel’s published 
and unpublished compositions, personal papers, manuscript scores, and other materials.34 
In the twenty-three years since his death, Dorothea Nelhybel has taken on the task of 
                                                
33 “Vaclav Nelhybel Biography,” University of Scranton website, accessed April 10, 2016, 
www.scranton.edu/academics/performance-music/nelhybel/bio.shtml 
34 “The Nelhybel Collection,” University of Scranton website, accessed November 21, 2016, 
www.scranton.edu/academics/performance-music/nelhybel/collection.shtml. 
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categorizing all of his works as well as arranging for publication of his unpublished 
compositions. 
  
  17 
CHAPTER 3 
VACLAV NELHYBEL'S PUBLISHED WORKS FOR SOLO TROMBONE 
 
Suite for Trombone and Piano 
Composed c. 1967, published 1968 by General Music Publishing Company, Inc. Written 
for Mark R. McDunn. 
 
Figure 2. Vaclav Nelhybel, Suite for Trombone (incipit). 
 
 The first known piece written by Nelhybel for solo trombone, Suite for Trombone 
and Piano, is a five-movement work. Each movement is based on a short musical idea 
that moves from one character to another contrasting one. In total, the piece is eight to 
nine minutes in duration, beginning with an energetic Allegro and then alternating 
between slow and fast tempos for the remaining four movements. The piece was 
composed for Mark R. McDunn (1921-2002), a well-known, Chicago-based commercial 
trombonist in the 1940s and 1950s who became an instructor at DePaul University 
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School of Music in 1954 where he taught for nearly 40 years.35 McDunn released the first 
and only known professional recording of the Suite for Trombone and Piano in 1968 on 
his LP recording, “Trombone Concepts.”36 
 The Suite is well-suited for players in college and beyond and would be a good 
option for an undergraduate recital or jury performance. However, select movements may 
be suitable for some advanced younger players. The range for the work is from BB-flat to 
b-flat1. The spectrum of dynamics called for is very broad, especially in the second and 
fourth movements, and the work as a whole exhibits significant rhythmic complexity. 
The odd-numbered movements present greater rhythmic intensity and drive, while 
movements two and four are more expressive, lyrical, and free. 
 The first movement––marked Allegro marcato, 34 measures in length, and never 
leaving the tonal center of B-flat––is the most reserved of the five. The movement works 
well for any trombonist who has developed a range of an octave and a half. While the 
overall rhythmic language of the movement is simple, Nelhybel has written very specific 
articulation and accent patterns that present a good challenge for younger or less-
experienced players. The marked tempo of Allegro marcato is broad enough that it allows 
a young player to give the piece its required character, whereas a more seasoned 
trombonist has the freedom to make it more energetic and with a driving quality. 
 In the second movement, Quasi improvvisando, Nelhybel presents several 
challenges for the soloist. The movement demands a greater technical facility on the 
                                                
35 Today, McDunn is notably remembered for his Trombone Artistry (Kenosha: Leblanc Publications, 
1965), co-authored with Clifford P. Barnes, with its slide position chart, “The 51 Positions of the Slide 
Trombone.” 
36 Mark McDunn, “Trombone Concepts,” released 1968, with Thomas C. Slattery and the Coe College 
Concert Band, Golden Crest CRS-4091, LP. 
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instrument with several rapid arpeggios that call for a mixture of articulations. Though 
the movement has a meter and bar lines, and in order to convey the freedom of 
Nelhybel’s tempo marking, the soloist has many decisions to make regarding phrasing 
and pacing of the rhythms. In a span of four measures, the solo trombonist faces rhythms 
ranging from eighths and quarters to sixteenth-note triplets, a quintuplet, and even a 
decuplet. The movement is 27 measures in length, with its dynamic map following an 
arch form. Beginning with the piano alone, the trombone softly emerges from the 
accompaniment, and then the movement ends in reverse, with the solo part disappearing 
back into the accompaniment. It is important to note that there is a significant printing 
error in the solo part of movement two. The piano score correctly has a blank key 
signature, whereas the trombone score is incorrectly notated with two flats, continuing 
from the previous movement. The opening sustained note in the trombone part functions 
as a pedal point against the active piano writing and therefore needs to be an E-natural 
rather than an E-flat. 
 Out of the calm and silence of the second movement, the third movement returns 
to the same liveliness of the opening movement but with a 3/4 time signature. Marked 
Allegretto and leggiero marcato, the movement has a playful character combined with a 
relentless nature, with the unceasing momentum driving until the final downbeat in 
measure 27. The range demands are not great, making this movement suitable for 
younger players who can manage the rhythmic and technical characteristics. 
 The fourth movement, as does the second movement, contrasts greatly with the 
three odd-numbered movements. With a printed tempo marking of Moderato con brio, 
the movement allows the soloist great opportunities for personal expression. It has a 
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lyrical quality, a 4/4 time signature, and two flats in the key signature, encompassing a 
total range of an octave plus a sixth. Containing few rhythmic challenges, the trombonist 
must focus primarily on tone, dynamic control, direction, and shape. The movement also 
ranges from ff near its middle to ppp at the very end. 
 Finally, in the fifth movement, Nelhybel returns again to a quick, energetic, and 
driving character. Marked Allegro con brio, the longest of the five movements, it contains 
a quickening of the tempo at measure 34 and encompasses the full tonal range demanded 
by the work as a whole. Similar to the other fast movements, this movement exhibits an 
unrelenting character, especially after the change to a faster tempo. Measure 34 is marked 
Piú vivo and for the remaining 30 measures, trombonists will be faced with the decision 
whether to single tongue or switch to double tonguing. This decision will be determined 
by the tempo desired by the soloist and one’s ceiling for tonguing speed. The overall 
rhythmic nature of the movement is very syncopated, with a nearly constant mixture of 
sixteenths, eighths, ties over bar lines and into other strong beats, and a counterintuitive 
accent pattern that presents challenges to even seasoned players. The movement has a 
character that appears to treat the piano and trombone like two voices in an argument. 
When, four measures from the end, the instrumentalists reach what could be considered 
an agreement, the two work together in a repetitive rhythmic gesture. The Suite closes 
with a final, rapid flourish in the trombone and the two instruments end together on a 
unison sustained and accented B-flat. 
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Concert Piece 
For trombone and symphonic band. Also available in a piano reduction by the composer. 
The solo part can also be performed by alto, tenor, or baritone saxophone, trumpet or 
cornet, baritone, or tuba. Composition and premiere information unknown. Published in 
1973 by E. C. Kerby. 
 
 
Figure 3. Vaclav Nelhybel, Concert Piece (incipit). 
 
 Part of his Music for Youth No. 5, Concert Piece is another example of Nelhybel’s 
inclination toward and affinity for students and his desire to provide them with 
opportunities to develop their solo musicianship. Though the composition and premiere 
timeline is unclear, the piece has been performed extensively, primarily as a contest or 
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festival piece, and it is this setting for which the composition is best suited. Concert Piece 
is a single, through-composed movement that is approximately three to four minutes in 
duration. Nelhybel wrote the solo part in such a way that range will not present a 
significant challenge to an average student in early high school, and perhaps not even to 
one in late middle school. This characteristic may vary depending on the solo instrument 
that is used, but in the case of the trombone solo part, the last phrase contains the highest 
writing for the soloist, but it also contains a slightly lower ossia for players who have not 
built up the endurance or range needed to execute this closing passage. For the 
trombonist, the range is B-flat to b-flat1, or only as high as f1 if one utilizes the optional 
ossia at the end. 
 The opening theme begins with descending perfect fourths, played as half notes, 
followed by a rising diatonic scale in eighth notes. This pitch and rhythmic material is 
utilized and developed throughout, both in the solo part as well as the piano 
accompaniment. The piece is written in the key of B-flat major, beginning and ending in 
this tonal center, but the composer drifts several times, most notably in the middle 
section. Here, clusters, polychords, and moments of extreme dissonance create contrast 
with the outer sections of the work. The solo part and accompaniment maintain a constant 
dialogue throughout, most commonly taking the form of thematic and rhythmic imitation. 
There is very little dynamic range or variety in rhythmic language, further simplifying the 
piece and allowing a motivated young student to approach the work. According to the 
note in the score: 
Concert Piece is conceived as a dramatic dialogue between a solo 
instrument and the band. The initial Allegro marcato should be moderately 
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fast; the faster tempo of the Piú vivo should result in a certain degree of 
exuberance; the speed of the final section, Molto vivo, is determined by the 
technical ability of the soloist. 
The choice of the range of the solo part and the special structuring and 
orchestration of the band part, make it possible for various instruments to 
be used as solo. These are: E-flat alto saxophone, B-flat tenor saxophone, 
E-flat baritone saxophone, B-flat trumpet or cornet, trombone, baritone 
(treble clef or bass clef), and tuba. With the exception of the E-flat 
baritone saxophone and the tuba, the solo part may be performed by one 
only or several players in unison. Concert Piece may also be performed in 
recital, with piano accompaniment, by any combination of the solo 
instruments.37 
 
 
Sonata da Chiesa No. 3: Variants on “Our God Almighty” 
For trombone(s) and organ or harpsichord. Also available with solo parts for bassoon(s) 
or oboe(s). Composition and premiere information unknown. Published in 1977 by 
Joseph Boonin, Inc. 
                                                
37 Vaclav Nelhybel, Concert Piece (Toronto, Ontario, Canada: E.C. Kerby, 1973). 
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Figure 4. Vaclav Nelhybel, Sonata da Chiesa No. 3 (incipit). 
 
 Written with the flexibility of being performed either as a solo or as a duet, 
containing several passages with an optional second part, Sonata da Chiesa No. 3 is a 
short composition with organ or harpsichord accompaniment based on the hymn “Our 
God Almighty,” a reference to a Czech hymn found in the Jistebnik Book of Songs, 
1420.38 The range of the solo trombone part is from f to f1. The optional second 
trombone, if playing in unison with the first trombone and also covering its two separate 
sections, has a range from c to f1. 
                                                
38 Jistebnik Book of Songs, 1420, is a collection of old Czech chants, compiled in the town of Jistebnik 
near Tabor, Bohemia. Vaclav Blahunek, e-mail message to author, October 17, 2019. 
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Primarily in the key of g minor, the piece opens slowly and reverently with organ 
alone in a chorale style at quarter note = 60, and the melody slowly rises in the first two-
and-a-half measures, then gradually descends into measure 6 when the trombone enters. 
The initial five measures of the solo part are a statement of the hymn melody. After one 
measure of the organ’s restating its opening material, the trombone enters again in 
measure 12, this time recapitulating the final three measures of the hymn theme. This 
section is followed by a six-measure interlude or transition in the organ, bringing about 
the close of the first section of the piece. 
 In measure 21, Nelhybel shifts the meter from 4/4 to 3/4, and though the overall 
pulse remains at 60 beats per minute, the dotted half note now gets the beat. The result is 
a significant change of character and energy. Also in measure 21, if the optional second 
trombone is included, the score instructs that player to play the bass line of the organ 
through measure 56, as is indicated in the score with brackets. The thematic material of 
this section remains based on the hymn melody, now recomposed into several statements, 
each separated or answered by the organ’s playing shorter phrases of its own. This call-
and-response occurs twice before the piece modulates to d minor at measure 45, where 
the trombone(s) become much less active and mostly sustain dotted half notes that move 
by step each measure. 
After a ritardando in measure 56, what sounds like a Picardy third instead 
becomes a dominant pivot chord to transition back to the original key of g minor in 
measure 57. The 12 measures that follow are played by the organ alone until measure 69 
where the trombone re-enters, the piece returns to 4/4, and the quarter-note pulse remains 
the same. The organ interrupts briefly with a short interlude in 3/4, emphasizing an 
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arpeggiated, rising eighth-note figure that suggests 2/4 instead; however, in measure 82 
Nelhybel changes again to 4/4, allowing the eighth-note pattern to continue in the organ. 
In contrast to the activity of the accompaniment, the trombonist plays an augmentation of 
the original hymn tune, stated very broadly. This slow melody leads to a crescendo into 
measure 91 where the tempo is marked Meno mosso, bringing about the third and final 
section of the piece. 
 Here, the organ begins by returning to the original motive. The trombone enters in 
measure 95, punctuating the organ’s highest notes, and the optional second trombone is 
given its own part. Unlike earlier in the piece where the second trombone doubled the 
bass line of the organ, here it functions similarly but with an occasional note of its own. 
All the parts continue to build up to a peak dynamic of fortissimo three measures before 
the end. Nelhybel writes Allargando for the final five measures, the peak dynamic is 
reached in measure 99, and the composition ends with a dramatic Picardy third to bring 
the piece to a close with a major sonority. 
  
 
Counterpoint No. 2 for Bass Trombone and Percussion 
Originally titled Canzona but changed to Counterpoint No. 2 before publication. 
Composed in 1977 and premiered on March 13, 1978, at Wheaton College (Illinois) by 
Douglas Yeo, bass trombone, and Kathleen Kastner, percussion. Written for and 
dedicated to Douglas E. Yeo. Published in 1979 by Barta Music Company. 
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Figure 5. Vaclav Nelhybel, Counterpoint No. 2 (incipit). 
 
 In order to properly understand the background and inception of any composition 
by Vaclav Nelhybel, it is important first to know of his seemingly innate ability to 
connect with and inspire people. Countless interviews and articles repeatedly describe 
this character trait. But perhaps no relationship of his to a particular type of person or 
group of people better represents this trait than the connection Nelhybel had with 
students. Nelhybel had a deep passion for working with young people, and it was through 
a significant number of these relationships that many of his compositions came about. 
Counterpoint No. 2 is a prime example. Written for Douglas Yeo—bass trombonist of the 
Boston Symphony (1985-2012), professor of trombone at New England Conservatory of 
Music (1985-2012) and Arizona State University (2012-2016), and currently lecturer of 
trombone at Wheaton College, Illinois (2019 to present)—this particular connection 
started in the early 1970s when Yeo was still in high school. 
The wind band music of Vaclav Nelhybel had grown greatly in popularity 
throughout the 1960s, and many high-school bands and wind ensembles performed his 
music. Yeo gained an appreciation for Nelhybel’s music while a student at Hewlett High 
School (Hewlett, New York) when his school wind ensemble performed Nelhybel’s 
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Symphonic Movement in 1970.39 In 1975, Nelhybel conducted a week-long residency at 
Wheaton College, Illinois, where Yeo was pursuing his bachelor’s degree while studying 
with Edward Kleinhammer of the Chicago Symphony Orchestra. It was at this time that 
Yeo first experienced working with Nelhybel in person. They interacted regularly that 
week—not only did the Wheaton College Band perform several of Nelhybel’s works for 
wind band, but Yeo’s trombone quartet performed Nelhybel’s 6 Pieces for 4 Trombones  
as part of the Band’s concert program, and they formed a relationship that would last for 
the rest of the composer’s life. This particular connection led Nelhybel to contact Yeo in 
1977, at which time the composer offered to compose a piece for him. The two met 
periodically in New York City (where Yeo was living at the time) to discuss the piece 
and in August 1977, Yeo received manuscript copies of a new work, titled Canzona for 
Bass Trombone and Percussion. Yeo had minored in percussion while a student at 
Wheaton College—something of which Nelhybel was aware—and this knowledge played 
a role in Nelhybel’s decisions on the instrumentation. Yeo premiered the work, still titled 
Canzona at that time, in March 1978, as part of an alumni recital at Wheaton College. 
Kathleen Kastner, then special instructor of percussion at Wheaton College (now 
Professor of Music at Wheaton College) and Yeo’s percussion teacher when he was at 
Wheaton College, was the percussionist. In 1979, Nelhybel sent Yeo another copy of the 
piece, then published and retitled Counterpoint No. 2, and dedicated to Douglas E. Yeo. 
The piece is a single-movement composition, through-composed with several 
contrasting sections. The percussion part calls for piccolo snare drum, vibraphone, 
suspended cymbal, and bass drum, all covered by one player. The range of the bass 
                                                
39 Douglas Yeo, e-mail message to author, August 17, 2019. 
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trombone part is from FF to f1. There is one indication of senza sord. for the trombone, 
but there is no indication of what type of mute to use or when to put the mute in. In the 
premiere performance by Douglas Yeo, he used a bucket mute from measure 77 until the 
senza sord. in measure 87. Yeo also employed a straight mute for the final 11 measures 
of the piece. Both of these decisions were discussed with Nelhybel before the work was 
published although he did not incorporate them into the published score.40 Use of a 
bucket mute at the cantabile, measure 77, creates a unique sound in combination with the 
vibraphone. 
Counterpoint No. 2 is divided into six sections, each clearly marked with double 
bar lines. The opening is a declamatory—and sustained—announcement from the 
trombone, marked f and marcato, followed immediately by a snare drum cadence. The 
two dialogue for approximately 20 measures and then transition into the second section, 
the first of several softer and slower sections with vibraphone. A majority of the piece 
takes place with the percussionist on vibraphone, which usually has a steady line of 
eighth notes that weave their way through an ever-shifting tonal landscape. It is in this 
portion of the piece that the two parts interact the most, often accenting rhythms just 
before or after the other, resulting in a constant dialogue between them. The third and 
longest section begins similarly to the previous material, though the dynamic starts to rise 
in both parts, one encouraging the other, with the harmonic changes in the trombone 
giving punctuation to the same changes in the vibraphone. Both parts become 
increasingly agitated over the course of the fourth page in conjunction with an 
                                                
40 Yeo, e-mail to author. 
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accelerando, and they ultimately drive towards a unison, accented, and sustained C-
sharp.  
At this point the percussionist rests though the trombone part remains very strong 
and is given the next five measures alone, eventually bringing both the tempo and 
dynamic back down for a new statement of the slower, calmer motive, for the fourth 
section of the piece. This section remains largely subdued, with the trombone muted, and 
a suspended cymbal roll transitions into a contrasting fifth section. The rhythm through 
the entirety of this section is extremely varied and the two parts rarely line up, requiring 
both performers to be very independent and confident in their own parts. The sixth and 
final section is once again similar to the previous slow and calm sections, but here 
Nelhybel gives both the slowest and softest indications of the whole work, combined with 
the indications tranquillo and molto p. The soft, sustaining notes of the bass trombone 
combined with the steady, non-tonal meandering of the vibraphone results in a striking 
effect to close the composition. 
No professional recordings of the piece have been produced, though at this 
writing, Dr. Nathan Siler, trombone professor at Eastern Kentucky University, has 
recorded a compact disc of music by Nelhybel for trombone that will be released on First 
Contact Records in spring 2020; it will include Counterpoint No. 2. The piece is an 
excellent option for collegiate recitals, offering a well-written, rewarding collaborative 
experience for both players. Rhythmic accuracy and integrity must be well developed in 
order to successfully perform the piece. From a technical point of view, attention to the 
variety and detail of articulations as well as control of pitch and tone would be primary 
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concerns for a young bass trombonist. In total, the piece is 110 measures long and 
approximately seven minutes in duration. 
 
 
Concerto for Trombone and Orchestra 
Composition timeline unknown. Commissioned by the Queensland Conservatorium of 
Music, Brisbane, Australia. Premiered in 1984 by Arthur Middleton, trombone, and the 
Queensland Conservatorium Symphony Orchestra. Published in 1985 by J. Christopher 
Music; republished in 2006 by Ars Nova Music Press. The piano reduction of the 
orchestral accompaniment is scheduled to be published by Ars Nova Music in the near 
future.41 
                                                
41 Dorothea Nelhybel, e-mail message to author, September 17, 2019. 
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Figure 6. Vaclav Nelhybel, Concerto for Trombone and Orchestra (incipit). 
 
 Despite being a major work, Vaclav Nelhybel’s Concerto for Trombone is 
perhaps the most obscure of his trombone compositions. The Concerto was published 
only in its original format for trombone solo with orchestra accompaniment. Without a 
published piano accompaniment, performances of the work have been virtually 
nonexistent. With Dorothea Nelhybel’s discovery of a piano reduction of the Concerto in 
the Scranton Collection during the process of research for this project, plans are 
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underway to publish the piano version, which will make the piece more available to 
players. 
 The Concerto is a through-composed, single-movement work, with an Adagio 
introduction followed by an Allegro. It is challenging from both technical and range 
aspects, and would be best suited for an exceptional student or professional trombonist. 
The range of the trombone part is from GG (including one BB) to f2. The solo writing 
extensively utilizes the overtone series in various slide positions through rapid lip slurs, 
arpeggios, and lip trills. Harmonically, the piece is modal, pantriadic at times, and it 
contains a few sections that are a departure from what might be expected of a Nelhybel 
composition. Several melodic phrases in the trombone, for example, continue 
uninterrupted by sudden changes of articulation, dynamic, or other characteristics that 
might be expected from the composer. The work as a whole, however, remains innately 
and unmistakably marked by Nelhybel’s style. Sections of driving sixteenth notes trade 
off between soloist and the accompaniment, and disjointed, even pointillistic, wide leaps 
in the trombone are contrasted by stable, chordal sections. 
 In the first Allegro section Nelhybel utilizes a four-note motive that characterizes 
the rest of the movement. The motive—F, B-flat, B-natural, E—typically appears as a 
disjunct, descending figure, either in eighth notes or rapid sixteenths. After the first 
statement of this motive, the accompaniment begins an ascending quarter-note scale that 
initiates as F major but shifts into chromaticism, ultimately resulting in a sustained cluster 
chord that finally releases its tension into the first of several cadenzas for the trombonist. 
The first cadenza features a series of three octave leaps beginning on BB-flat and 
descending to GG. This motive of figures sequencing down by half steps reappears 
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regularly throughout the remainder of the Allegro. After several interruptions—
allargando, cadenza, pesante—the piece returns to Allegro a final time in measure 146, 
and there it remains undisturbed for nearly 100 measures until a brief pesante, allowing 
Nelhybel to gradually build energy and drive to the end of the composition. The material 
in the final 80 measures is generally more energetic and exhibits greater rhythmic and 
articulation demands for the soloist, utilizing scales and arpeggios as the primary motivic 
tools. After another section in which the soloist moves through arpeggios that gradually 
descend from B-flat to E, an ascending scale that culminates with one final statement of 
the main motive follows, appearing in the order F, E, C-flat, B-Flat. No professional 
recordings have been made, and the premiere in 1984 by Middleton is the only known 
significant performance. 
 
 
Prelude and Chorale on “Svatý Václave” (Saint Vaclav) 
For solo instrument and keyboard. Composed in 1988. Published the same year by 
Alliance Publications, Inc.; second edition published in 1998. Commissioned by the 
Czech Music Alliance.  
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Figure 7. Vaclav Nelhybel, Prelude and Chorale on “Svatý Václave” (incipit). 
 
 Nelhybel often employed thematic material from the musical heritage of his 
native Czechoslovakia. Principal among this material is the “Svatý Václave,” or Saint 
Wenceslas chorale, a 12th-century chant that Nelhybel also used as the basis for the 
second movement of the Concerto for Bass Trombone and Orchestra. Prelude and 
Chorale on “Svatý Václave” for solo instrument and keyboard is 59 measures in length 
and is divided evenly into two sections. The first 30 measures quote the main melody of 
the chant several times with embellishments, especially in the accompaniment. At 
measure 30, labeled the chorale, the main hymn melody appears at first and develops 
from that point. Although originally conceived as a work for solo and organ for liturgical 
or concert use, this piece may be performed with any keyboard instrument. The keyboard 
writing is of medium difficulty and if played on organ, requires little or no use of pedal. 
The solo part has been transcribed and published for 18 different instruments including 
trombone, and Nelhybel also wrote an optional brass quartet to augment the solo and 
keyboard instruments. 
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 In addition to the version for solo instrument and keyboard, Nelhybel later created 
a version with the accompaniment transcribed for symphonic band. This was done as a 
thank-you gift to Joel Blahnik for finding and making contact with Nelhybel’s son, Pavel, 
during one of Blahnik’s trips to Prague, Czechoslovakia. This version with band 
accompaniment was premiered in 1992 with Blahnik as the euphonium soloist.42 
 Prelude and Chorale on “Svatý Václave” presents only modest challenges for the 
trombone soloist and should be accessible for most high school and advanced middle 
school students provided that they have demonstrated a grasp of the foundational 
principles of the instrument and developed more than an octave range. The accessible 
nature of the piece can be seen in the overall rhythmic simplicity, tempo, and the 
demands of range and dynamic. The piece covers an octave plus a fifth, ranging from B-
flat to f1. The opening is marked Moderato, with a metronome marking of 88 beats per 
minute for the quarter note. Later, at the chorale, it is marked 82 beats per minute, 
cantabile, and the rhythmic durations are primarily longer in value than the preceding 
section, resulting in perhaps a more somber or reflective character. The piece exhibits 
opportunities for the soloist to work on syncopation and other counter-intuitive rhythms 
in a few instances. The demands of technique, articulation, dynamic, and endurance are 
also straightforward and are not demanding. The most challenging element of the work 
for a young or inexperienced trombonist will come in following the indicated 
articulations. Nelhybel’s writing exhibits his attention to melody, often weaving 
individual lines across measures of differing time signatures. In addition to these 
elements, there is tension generated by the accumulation of dissonances, and density of 
                                                
42 Amy Dunker, “An Analysis of Vaclav Nelhybel’s Prelude and Chorale,” Alliance Publications, Inc. 
Website, accessed September 14, 2019, www.apimusic.org/prelude-and-chorale-clone.html. 
  37 
texture and dynamic, which combine to produce the final effect of energy in motion. The 
version with band accompaniment appears on an album of Czech band music released by 
Alliance Publications.43 
 
 
Concerto for Bass Trombone and Orchestra 
Also for wind ensemble and a piano reduction by the composer. Composed in 1990, 
premiered February 25, 1991, at New England Conservatory of Music by Douglas Yeo, 
bass trombone, and the New England Conservatory of Music Wind Ensemble, Frank 
Battisti conducting. Published in 1992 by Southern Music Company. Written for and 
dedicated to Douglas Yeo. 
                                                
43 Contemporary Czech Symphonic Band Music, Alliance Publications, Inc., AP-00051, 2016, CD. 
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Figure 8. Vaclav Nelhybel, Concerto for Bass Trombone (incipit). 
 
 When Vaclav Nelhybel and Douglas Yeo worked together on the composer’s 
Counterpoint No. 2 in the 1970s, the relationship that developed in the following years 
led to another collaboration. In 1989, Nelhybel contacted Yeo—by then Yeo was bass 
trombonist of the Boston Symphony Orchestra, a position he held from 1985-2012—
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about writing a bass trombone concerto for him, to which Yeo voiced interest. In the fall 
of that year, the two corresponded through letters and also met several times to discuss 
the structure of the work. In a letter to Yeo (see Figure 9), Nelhybel discussed the number 
of movements, how much rest the soloist should have, use of mutes, timing, and other 
details. One of Nelhybel’s early ideas for the Concerto was to take the accompaniment 
from his recently completed Concerto for tenor trombone (1984, discussed above) and 
write a completely different solo part for bass trombone. Nelhybel, however, quickly 
abandoned this idea.44 Early on, Yeo suggested that the piece be made available in a 
version for wind ensemble; the original concept was for the piece to be with symphony 
orchestra. Nelhybel agreed to the suggestion and he began writing the piece in 1989 and 
completed it in 1990 (in versions for both orchestra and wind ensemble). Plans were then 
made to premiere the Concerto at the New England Conservatory of Music with the 
school’s wind ensemble under the direction of conductor Frank Battisti. The world 
premiere took place in Boston’s Jordan Hall in February 1991 with the composer in 
attendance. 
                                                
44 Douglas Yeo, e-mail message to author, July 25, 2019. 
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Figure 9. Letter from Vaclav Nelhybel to Douglas Yeo, November 3, 1989. Courtesy of 
Douglas Yeo. 
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 The Concerto is in three movements, fast-slow-fast, with a short Molto adagio 
introduction at the opening of the first movement that leads into an agitated and relentless 
Allegro. In the printed introduction to the work that appears in the score, Nelhybel 
described the accompaniment and soloist as complementing each other in the mood of 
expectation of the action to come. To achieve this characteristic, the solo bass trombone 
makes several pointillistic statements, with wide leaps in the midst of an ever-changing 
rhythmic scheme. Once the Allegro is reached, the sixteenth-note pulse becomes the 
engine driving the machine forward, with the bass trombone leading the interaction 
between soloist and accompaniment. At measure 52, there is a sudden change of texture 
and the accompaniment drops out momentarily, leaving the soloist playing briefly alone, 
softly, and staccato, before the texture gradually builds up again. From this point it is a 
constant drive to the finish, only slowed in a few short pesante moments for added 
emphasis. As the soloist sustains and crescendos a C, the ensemble punctuates the end 
with an accented unison C eighth note, giving way immediately to the sustaining 
woodwinds holding a soft chord and fading into their release. 
 The second movement is once again marked Molto adagio, but it remains at that 
tempo for the duration of the movement. The movement begins with a subdued dynamic, 
a contrast to the chaos and turmoil of the first movement. Though difficult to detect, the 
composer constructed this middle movement around the 12th-century Bohemian Saint 
Wenceslaus chorale as its theme, weaving it in and out in constantly changing settings. 
Figure 10 includes the program notes that Nelhybel wrote and sent to Yeo, containing the 
composer’s own description that the movement is based on the Bohemian chorale. 
Nelhybel’s Prelude and Chorale on “Svatý Václave” is a more straightforward setting 
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and arrangement of the chorale. As a contrast to the slower-moving chorale theme of the 
movement, the solo trombone maintains the rhythmic patterns from the first movement. 
Material from the opening of the movement returns one last time at the end, with tutti 
woodwinds and brass in wide chords, with the soloist weaving in and out with ascending 
diatonic scales. After one final moment of drama and climax, which leads the solo 
trombone to a very short quasi cadenza, the ensemble follows with two soft staccato 
chords, setting a hushed final note, pianissimo, sustained in unison with the soloist. 
 Out of this calm and quiet the machine quickly returns to full force at the opening 
of the third movement. The bass trombone solo enters in measure 11, now contributing a 
slightly more driving and articulate voice than in the first movement. As is common in 
many of Nelhybel’s compositions, the composer has given a significant amount of 
direction in regards to the articulation. Biting accents, heavy accents, and crisp staccato 
abound. The ensemble and soloist continue their unstoppable push towards the end, but in 
measure 96, the character changes, giving way to a sudden and gentle statement of the 
Wenceslaus theme, only to be interrupted one measure later with a final Vivo and a 
ferocious sprint to the end ten measures later. 
 The Concerto’s range covers FF to a-flat1. While the piece might be suitable for 
advanced high school students, the demands of stylistic understanding, and especially the 
articulation, dynamics, and tonal palette, place very specific challenges on the soloist that 
would more logically and easily be met by more experienced players. The piece has yet 
to be recorded professionally, though one is planned in the Czech Republic where the 
work has been performed regularly by bass trombonist Petr Čihák and the Prague Castle 
Guard/Czech Police Symphonic Band, under the direction of Col. Vaclav Blahunek. This 
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planned recording project is part of the commemoration of the 100th anniversary of 
Nelhybel’s birth on September 24th, 1919.45 
 
                                                
45 Col. Vaclav Blahunek, e-mail message to author, July 17, 2019. 
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Figure 10. Program notes for the Concerto for Bass Trombone, written by Vaclav 
Nelhybel for Douglas Yeo, 1990. Courtesy of Douglas Yeo. 
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Concertato for Tenor Trombone, Bass Trombone, and Wind Ensemble 
Composed in 1990 for the United States Coast Guard Band. Premiered January 26, 1991, 
at the University of Rhode Island as part of the Rhode Island Music Education 
Association Conference. Later dedicated to Commander (later, Captain) Lewis J. 
Buckley, the director of the United States Coast Guard Band, and the two soloists at the 
premiere who, at that time, were members of the United States Coast Guard Band: Mark 
Weaver, tenor trombone, and Victor Johnson, bass trombone. Published in 1995 by 
Southern Music Company. 
 
Figure 11. Vaclav Nelhybel, Concertato (incipit). 
 
 Having composed concertos for both tenor trombone and bass trombone, 
Nelhybel turned his attention to a duet featuring both instruments. The United States 
Coast Guard Band premiered Nelhybel’s Concertato in February 1991. The performance 
was a success and the piece was well received, but it quickly faded into obscurity, rarely 
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appearing on recital and concert programs or even in discussions of the solo repertoire for 
trombone. No professional recordings of the piece have been released to the public, 
although Dr. Nathan Siler plans to include the Concertato on his forthcoming compact 
disc release of trombone music by Nelhybel. 
 Director of the United States Coast Guard Band from 1975 to 2004, Captain 
Lewis J. Buckley was, upon his retirement, the longest-tenured conductor of a major 
Service Band in American history. He was an advocate of programming new music for 
winds and was the primary contact with Nelhybel concerning the Concertato. However, it 
was Nelhybel who initiated communication with Buckley concerning a new duo concerto 
he had written for trombones. From time to time, Nelhybel would approach the Coast 
Guard band when he had a new composition that he wanted to have them perform.46 
The two trombonists who premiered the Concertato, Mark Weaver and Victor 
Johnson, both started their tenures in the Coast Guard Band at roughly the same time. 
Johnson joined in 1978 as principal trombonist and moved to bass trombone in 1980 
when Weaver joined in that year. They both retired from the United States Coast Guard 
Band in 2008. As with many who were involved with premiering Nelhybel’s music, both 
trombonists recalled working on the Concertato as a rewarding experience.47 Originally 
written with wind ensemble accompaniment, Nelhybel also made a reduction of the 
accompaniment for chamber ensemble that includes piano and three percussionists. That 
version has been recorded for release on the upcoming recording by Dr. Nathan Siler. 
                                                
46 Lewis J. Buckley, e-mail message to author, August 30, 2019. 
47 Victor Johnson, e-mail message to author, August 18, 2019. Also, Mark Weaver, e-mail message to 
author, August 22, 2019. 
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 Throughout the piece, it is possible to hear several similarities between the 
Concertato and the Concerto for Bass Trombone, composed for and premiered by 
Douglas Yeo. The composer’s use of instrumentation, blending of sounds, articulation, 
tempo, tonalities/modalities, and other devices were well used and developed by this 
point in his compositional career and allowed his pieces to stand out and exhibit a unique 
character. The first movement of Concertato is marked Adagio and is 39 measures long. 
It opens with a difficult mordent in the tenor trombone on a-flat1; it is muted, sustained, 
and pianissimo. From here the movement gradually unfolds, building in dynamic and 
texture. Generally speaking, the two solo parts are woven together throughout the piece 
in such a way that they function more like a single player, with very few sections having 
two completely unique sets of solo material. On the rare occasions both players play 
separate parts, they are usually in octaves or unisons, or they exchange material that is 
very similar to the other part. 
The opening movement displays many of the compositional techniques and 
characteristics that can be seen in other works by Nelhybel. These include wide leaps 
(especially octaves in the solo parts), sudden changes of dynamic (oftentimes ending in a 
sharp attack in the ensemble), and free and equal use of all twelve pitches, though still 
maintaining tonal centers that fluctuate as the piece progresses. After a suddenly loud 
cascade of alternating octaves in the solo parts six measures from the end of the 
movement, centered around the pitch F, the dynamic fades back down to pp once more, 
followed by a measure of silence and then a crescendo to a unison loud, short F-natural in 
the ensemble. The bass trombone holds its F-natural and continues to crescendo until the 
accompaniment’s sixteenth notes lead into the beginning of the second movement. 
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 This movement, marked Allegro marcato, features snare drum, which is a driving 
and distinctive feature; it sets the tone and intensity of the movement. Here we see 
Nelhybel’s unmistakable rhythmic drive play out and unite all the elements of the 
movement, with this familiar unrelenting character only letting up in a few brief sections, 
each marked pesante, which then immediately return to the constant forward drive.  
Depending on the tempo chosen, this movement can present significant technical 
challenges to the soloists. Sixteenth-note runs and sudden and aggressive crescendos into 
accented and abrupt cutoffs constantly play off of each other between the solo parts, with 
far more syncopation than was present in the first movement. In several of the instances 
where the ensemble gets a reprieve from the constant push forward, Nelhybel wrote short 
quasi-cadenza sections for the soloists, providing some opportunities for personal 
expression and interpretation. As the Allegro moves towards its end with non-stop 
sixteenths being handed off from soloists to the ensemble and back again, Nelhybel 
writes a series of parallel rising scales lasting for two measures followed by an abrupt 
three beats of silence, deceptively alluding to what appears to be the ending. However, 
this is followed by a pianissimo polychord in the accompaniment, sustained for four and 
a half beats leading into one final flurry in the ensemble—a rush of sixteenths into 
accented, quarter-note triplets in octaves in the solo parts, followed and punctuated by 
low octave Fs between the soloists and accompaniment. 
 Out of the turbulence and aggression of the second movement Nelhybel turns to 
the comfort of chorale-style writing, but instead of legato and lyrical, the third movement 
is more similar to a slow, forced march. This section is in 4/4 time, marked Molto Lento, 
with the additional instruction to be felt “in eight.” The first trombone entrance is 
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accompanied by the direction espressivo. Though Nelhybel continues to be extremely 
specific about articulation and dynamic, the soloist should never lose sight of the line and 
direction of the phrasing, especially as the accompaniment drops in and out, leaving the 
trombone exposed. Depending on which version of the accompaniment is being 
performed—full band or chamber ensemble—the soloists may find themselves needing to 
increase dynamics at times in this movement in order to project clearly over the 
ensemble. 
 The work closes in the fourth movement with another Allegro marcato, also in 3/4 
time as was the case in the second movement, but this time without the constant drive and 
militaristic character of the snare drum. The movement is not a direct restatement or 
recapitulation of the second movement but the tempo is similar. The part-writing and 
interaction between soloists and ensemble create a lively character. As the movement 
continues on, there are sections in which Nelhybel brings back material from previous 
movements, especially moments of the aggressive nature found in the second movement. 
 The piece calls for the use of mutes, though it does not specify what type. Weaver 
and Johnson alternated between straight and cup mutes for the premiere; this was their 
own decision during rehearsals for the premiere.48 It is possible that each player might 
require multiple straight mutes, depending on what kind of mute works best when playing 
at varying dynamics and registers. Additionally, some of the mute changes happen 
quickly, and the soloists will need to spend time to work these out. As mentioned 
previously, Nelhybel’s full palette of articulations and dynamics are on display in the 
                                                
48 Johnson, e-mail to author. 
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piece. The best performances of his music succeed or fail based on the ability of the 
performers to exaggerate the details, none more important than these two elements. 
 Concertato is approximately thirteen minutes long. The range demanded of the 
tenor trombone part is AA to b-flat1. It is important to note that while its lowest notes 
include two pitches in the trombone’s pedal register, Nelhybel does not write anything 
between BB-flat and E, which means the part can be played on a tenor trombone without 
an F-attachment. The bass trombone’s range is from EE to a-flat1. It is notable that 
Nelhybel asks the bass trombonist to cover an almost identical range as the tenor 
trombone, as well as additional notes in the low register. The composer’s expectation is 
that the bass trombonist should be able to do everything that the tenor trombonist can, as 
well as play notes in the F/D attachment register.  
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CHAPTER 4 
VACLAV NELHYBEL'S UNPUBLISHED CONCERTO FOR BASS TROMBONE  
AND ORCHESTRA 
 
Concerto for Bass Trombone and Orchestra 
Incomplete, never performed. Copyright 2019 Barta Music. 
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Figure 12. Vaclav Nelhybel, Unpublished Concerto for Bass Trombone (incipit). 
Courtesy of Dorothea Nelhybel and the Nelhybel Collection, University of Scranton. 
 
 The Nelhybel Collection at University of Scranton contains a manuscript score of 
Nelhybel’s Concerto for Bass Trombone and Orchestra. This is a different piece than the 
Concerto for Bass Trombone and Orchestra composed for Douglas Yeo in 1990. It is 
incomplete and is missing three pages that encompass measures 160-181 in the middle of 
the fourth movement. After examination of this unpublished score, it is clear that this 
piece is, in fact, closely related to Nelhybel’s Concertato. The score is not dated (apart 
from a copyright notice recently written on the first page by Dorothea Nelhybel), and is 
either an early draft or initial conception of Concertato, or it was written after the 
Concertato was completed in an effort to combine the two trombone solo parts into one. 
This chapter discusses the similarities and differences between the unpublished Concerto 
for Bass Trombone and the Concertato. 
 There are two notable and obvious differences between the unpublished Concerto 
and Concertato: the instrumentation of the accompanying ensemble (symphony orchestra 
versus wind band), and the solo instrument(s), i.e. one solo bass trombone versus two 
trombones (tenor and bass). Beyond these initial and significant details, the similarities 
between the two compositions far outnumber their differences. Both are four-movement 
concertos and also contain the same overall tempo structure of slow-fast-slow-fast. The 
time signatures are identical as are the keys or tonal centers of each movement. Beyond 
the obvious contrast of orchestra versus wind band, the percussion sections in both works 
are essentially identical. The score of the Concerto calls for a large percussion section 
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comprised of chimes, bells, vibraphone, xylophone, timpani, tam-tam, suspended cymbal, 
crash cymbal, snare drum, bass drum, and wood blocks. The woodwind section follows a 
standard orchestral instrumentation of pairs of flutes, oboes, clarinets, and bassoons but 
with the addition of piccolo, English horn, bass clarinet, and contrabassoon. The brass 
section is standard—four French horns, three trumpets, three trombones (two tenor, one 
bass), and one tuba. The string section is comprised of the usual division of first and 
second violins, violas, cellos, and double basses. 
 When compared directly to Concertato, the bass trombone solo part of the 
unpublished Concerto is primarily a synthesis of Concertato’s two solo trombone parts. 
The Concerto opens with the same soft a-flat1 followed by the same pitch and rhythmic 
material of the Concertato. As the piece unfolds, there are periodic differences. In 
general, there are more sections of unique material in the Concerto solo part than in 
Concertato.  If we view the two pieces as two versions of the same composition—and not 
knowing which was conceived first—we find that the Concerto’s solo part is much more 
complex, energetic, and more challenging than either of the Concertato solo parts. 
 The first movements of both works are virtually the same in regard to pitch and 
thematic material. There are slight alterations of an occasional note between the two 
pieces in both the solo and ensemble parts, but both movements have the same number of 
measures and follow the same overall compositional map.  
 The second movement progresses in the same fashion, with distinct similarities of 
writing and musical characteristics, but also with periodic, small differences. In this 
movement, there are a few longer sections of unique material in the Concerto’s solo part 
in contrast to the first movement, which was more similar between the two compositions. 
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At the very end of the second movement, there is a significant difference between the two 
works. The thematic material lines up for the most part until the downbeat of measure 
108. At this point in the Concertato, after two beats of silence, Nelhybel writes a 
sustained and very soft polychord in the accompaniment, followed by a sudden rush of 
sixteenths into the soloistss accented quarter-note triplets, in octaves and ascending by 
step, and then finally falling into an emphatic unison last note on the pitch F. In the 
Concerto, however, chimes fills the beats that would have been silent, followed by a rush 
of sixteenth notes in the strings and woodwinds into a hard stop on beat four of measure 
108. This stop is then followed by lento, begun with a measure of stopped solo French 
horn, one measure of pianissimo, staccato woodwind chords, a sforzando-piano attack in 
the strings in measure 111, and one final ensemble attack in measure 112 followed by the 
same hard unison as the last note in the Concertato. 
The third movements are, again, essentially the same in terms of overall structure 
and thematic material. There are several small differences of octave displacement and an 
occasional note that is altered, but the two pieces follow essentially the same structure. 
However, the fourth movements stand out in stark contrast to the other three. Though still 
clearly based on the same ideas, the Concerto contains a significant portion of unique 
material towards the end of the composition. The two works line up from the beginning, 
again with periodic minor differences, until measure 94. At this point their paths diverge. 
The material at measure 95 of Concertato does not appear in the Concerto until measure 
182, resulting in 87 measures of entirely different material in the Concerto. This section 
is still thematically related to and built on other ideas present in the two pieces, but 
contained within these 87 measures is some of the most active writing for the solo bass 
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trombone, with several rapid scales, short quasi-cadenzas, and both the high point and 
low point in range for the trombonist—DD and b-flat1. 
At measure 132 in the Concerto, Nelhybel writes a recapitulation of the original 
motive of the fourth movement, and it is this return that allows the two compositions to 
line up again in measure 182, where each piece contains the same adagio chorale theme 
in the accompaniment. From this point, the two works again are clearly similar until 
measure 206 in the Concerto, which lines up with measure 113 in the Concertato. The 
following measures diverge once more, with another 31 measures of unique material 
written in the Concerto, and it is not until the final two measures of both compositions 
that they are once more linked, ending in similar fashion with only slight modifications. 
The content of the Concerto’s missing measures—160-181—is a tantalizing puzzle. 
The existence of this Concerto for Bass Trombone raises interesting and, for the 
moment, unanswerable questions. Was the Concerto or Concertato written first? Why did 
Nelhybel not tell anyone about the Concerto? Did he conceive it with a particular player 
in mind to perform it? Where are the missing pages? Can a performing edition be 
constructed from the existing material in light of the missing 22 measures? What is the 
meaning of the two large “X” marks on the score’s first page? 
As of this writing, Dorothea Nelhybel and Douglas Yeo are in conversation about 
a possible compositional solution to the missing measures with the goal of creating a 
performing edition, and they are investigating opportunities to premiere the work with 
Yeo as soloist. 
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CHAPTER 5 
VACLAV NELHYBEL'S PUBLISHED WORKS FOR TROMBONE ENSEMBLE 
 
Three Organa For Trombone Quartet 
For four trombones. Composition and premiere information unknown. Published in 1965 
by Franco Colombo; re-issued in 2006 by Cimarron Music Press. 
 
 
Figure 13. Vaclav Nelhybel, Three Organa (incipit). 
 
 It is not clear what inspired Nelhybel to compose Three Organa for Trombone 
Quartet, but it seems evident that the composer’s affinity for the Medieval period and its 
influence on him were at work. Nelhybel often discussed older styles and compositional 
techniques, the aesthetic qualities of that music, and the impact that studying material 
from this time period had on his own writing and compositional style.  
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The writing of organum—the singular form of organa—and its developments ultimately 
led to polyphony, where two or more simultaneous lines of independent melody occur. 
Nelhybel’s three organa, with their four parts that move together rhythmically but not in 
parallel motion, are examples of heterophonic free organum. 
 The first organum is in cut time, half-note = 82, and marked Marcato. All four 
parts move in half and whole notes in a mixture of parallel and opposite directions. There 
are breath marks and fermatas throughout, indicating both the structure of the piece as 
well as the composer’s preferences of phrasing. With the exception of one beat, the entire 
movement is comprised of unisons, fourths, fifths, and octaves, keeping with modern 
notions of the early style of Medieval chant writing and harmonization.  
 The second organum opens with a more distinct melody in the second trombone 
that is played alone for the first five measures. In measure 6, the first trombone joins the 
second in unison and then breaks free in an ascending scale while the second trombone 
sustains the same pitch as before. Once a perfect fifth is reached, the two move in parallel 
fifths for the following seven measures until the third trombone enters. At this point, all 
three parts remain in parallel motion for another nine measures. This technique, referred 
to as planing today, is associated with the parallel organum of the early Medieval period. 
When the fourth trombone enters in measure 24, the lower three parts sustain while the 
first trombone ascends a scale once again, followed by all four parts moving in parallel 
motion until the final measure. The movement is marked Moderato, quarter note = 126, 
and transitions from ben tenuto and piano at the opening to marcato halfway through the 
piece where it reaches forte. 
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 The third organum is significantly different from the first two. It is comprised of 
two contrasting sections: The A material is marked Molto marcato with quarter note = 
200, and the contrasting B material is marked Meno mosso. The opening section is 
repeated with minor changes followed by the B material and then a restatement of the A 
section that is again altered from the original material, resulting in a form that could be 
labeled A1 A2 B A3. The dynamic flow of the movement alternates between soft and loud 
at each new section, though the B material begins piano and legato and ends forte and 
marcato. Besides changing from piano to forte, the only difference between the two 
opening A sections is that the fourth trombone enters the second time and plays in 
octaves with the second trombone part, reinforcing the bassline. The B section, with its 
change of key, time signature, and tempo, features a polyphonic duet between the upper 
two trombone parts. The final A section returns to the original key, time signature, and 
tempo, and contains the first entrance for the third trombone. For the remaining 18 
measures, the top two parts move together rhythmically and remain in either fourths, 
fifths, or octaves, and the bottom two parts behave as a separate unit, doubling each other 
in octaves until the end. These 18 measures are marked molto forte and every note is also 
accented. 
 Dr. Nathan Siler’s forthcoming recording will include the first known recording 
of Three Organa. The range of each part is: trombone 1, f to b-flat1; trombone 2, d to e-
flat1; trombone 3, d to e-flat1; trombone 4, D to e-flat. 
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6 Pieces for 4 Trombones 
For four trombones. Composition and premiere information unknown. Published in 1966 
by General Music Publishing Company, Inc. 
 
Figure 14. Vaclav Nelhybel, 6 Pieces for 4 Trombones (incipit). 
 
 6 Pieces for 4 Trombones is a collection of short musical statements, each of them 
not longer than 21 measures. Though the overall range and technical demands of the 
work will limit those who can perform the piece in its entirety, there are select 
movements (1, 5, and 6) that can be presented separately and performed by less 
experienced players. While he provided tempo terms for each movement, Nelhybel did 
not indicate specific metronome markings, instead leaving exact tempi up to the 
performers.  
 In the first movement, the four parts spend most of their time executing the same 
material, either rhythmically staggered or broken into harmony. This close imitation 
produces an interesting effect, similar to a constant echo. The visual and aural effects of 
upward and downward glissandi add to the impact of the movement.  
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 The second movement, Moderato, is the only lyrical piece out of the six. The first 
trombone opens for two measures alone, molto espressivo rubato, and plays the melody 
throughout, with Nelhybel’s writing giving the soloist much liberty of phrasing emphasis, 
dynamic shape, and overall expression. The composer’s dynamics are generous, 
indicating that the melody should sing clearly over the accompaniment. The other three 
parts are slightly more subdued and well written to allow a clear presence from the first 
trombonist’s melody throughout.  
 In the third movement, Nelhybel writes Molto vivo, and it is the combination of 
this direction plus the ongoing rapid and staggered arpeggios in all four parts that will 
challenge less-experienced trombonists. If practiced slowly and patiently it is no doubt 
achievable, possibly even by a group of average high school students. But trombones 1, 
2, and 3 reach up to f-sharp1/g-flat1, and, as with any Nelhybel piece, the movement 
requires all players to be unified in approach to articulation and note length. 
 The fourth movement is marked not with a tempo but with a performance 
indication, Molto marcato, therefore leaving the speed of the piece in the hands of the 
performers. Even if performed at a relatively slow pace, a significant challenge remains 
due to a handful of wide leaps in all parts, most of which are counterintuitive and require 
very specific articulations on both notes. The movement begins forte, nearly every note is 
accented, virtually every measure is written to crescendo, and the parts combine to create 
a constant increase in intensity and drama.  
 This character is contrasted in the fifth movement with Andante moderato, the use 
of mutes in all four parts, and an initial dynamic marking of piano. While the previous 
movement was almost entirely accented, here the four parts are instructed to play 
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primarily staccato, with a significant number of sforzandi within the piano dynamic 
throughout. If approached by a group of young trombonists, the movement presents a 
challenge to work on group attacks given the combination of speed, dynamic, and note 
length and type of articulation used.  
 In the sixth and final movement, the tempo instruction is Con brio. If performed 
on the faster side of the Moderato range, or even a slow Allegro, the piece still portrays a 
sense of exuberance and drive. In the hands of a group of more seasoned trombonists and 
played much quicker, this movement exhibits a great deal of energetic drive and 
excitement, provided that articulations and dynamic swells are clearly executed and 
unified across the ensemble. 
 One of the more frequently performed compositions of Nelhybel’s trombone 
works, 6 Pieces for 4 Trombones is an important part of the trombone ensemble’s 
repertoire. It should be included in any college student’s search for trombone chamber 
music, especially when planning recital programs or other performances. There are 
several recordings of the piece, including those made recently by the Japan XO Quartet 
and Hybrid Trombone Quartet.49 It will also be included Dr. Nathan Siler’s forthcoming 
recording of trombone music of Nelhybel. The piece as a whole ranges from four to six 
minutes in length depending on the tempos chosen. The range of individual parts are: first 
trombone from E to b-flat1, second trombone from E to g-flat1, third trombone from E to 
a1, and fourth trombone from E to f1. A trombone with an F-attachment is not required for 
performance. 
 
                                                
49 Japan XO Trombone Quartet, Four in Hand, Meister Music, 2009, 2048. Also, Hybrid Trombone 
Quartet, Hybrid II, Nippon Acoustic Records, 2009, 5028. 
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Contrasts 
For Three Trombones. Part of the Music for Young Players and Singers Ensemble Series 
No. 9. Composition and premiere information unknown. Published in 1976 by J. 
Christopher Music Company. 
 
Figure 15. Vaclav Nelhybel, Contrasts (incipit). 
 
 As implied by the composition’s title and the series of works to which it belongs, 
Nelhybel’s Contrasts for three trombones is a set of three short pieces in contrasting 
styles, intended to help grow and shape the abilities of young trombonists. Each 
movement is quick and energetic, written in simple tonal centers that any high school or 
even middle school student should be confident playing in. There are no individual parts; 
instead, the three players read off a score, allowing them to understand the piece as a 
whole. Overall range of the entire work spans two octaves, from F to f1. The first 
trombone part encompasses B-flat to f1, the second trombone part covers B-flat to e-flat1, 
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and the third trombone part covers F to d1. An F-attachment is not needed to play any of 
the parts. 
 In the first movement, marked Energico, 4/4 time, in key of B-flat major, and with 
a metronome marking of quarter note = 144, the three parts begin in unison with a rising 
figure in whole notes that ascends through the first three partials of the harmonic series in 
first position. Once the downbeat of measure 3 is reached, the parts split and become 
independent. The opening dynamic is forte for all three parts and remains there for the 
first 30 measures. In measure 31, the first part changes to piano and begins a new motive, 
imitated similarly one measure later by the second player, and again one measure after 
that by the third trombone. This interplay among the three parts lasts for seven measures, 
with the second trombone setting a new idea in measure 37 and transitioning for three 
measures, and is followed by a triumphant arrival in measure 40 where the third 
trombone independently provides a solid bass line and the top two parts provide melody 
and harmony. This new figuration occupies the final eight measures leading through a 
ritardando in the second-to-last measure to a B-flat-major triad in the last measure. There 
are few complicated rhythms though Nelhybel has given very specific articulations to 
follow and particular attention must be paid to the accent pattern towards the end of the 
movement. 
 For the second movement, Nelhybel changes the time signature to 3/4, the key is 
F major, the tempo is marked at a very brisk waltz of quarter note = 160+, and the 
melody in the first trombone is printed espressivo. Unlike the first movement, the top part 
carries the melody for the majority of the movement. There is a little interplay in the last 
section between the second and third trombone parts. At measure 17, there is a key 
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change to B-flat major, preceded by a slight character change in the top part. From there, 
the music builds in dynamic, modulates back to F major, and ends with a boisterous 
descending F-major arpeggio in accented quarter notes, with the top two parts in unison 
and the bottom part an octave below. In comparison to the first movement, there is a 
greater amount of dynamic change as well as a mid-movement character shift. The 
distinct and unique three roles of melody, countermelody, and bass line make this 
movement an excellent exercise in the basics of musical structure. 
 In the third and final movement, Nelhybel returns to 4/4 time as well as the key 
signature of B-flat major, it is marked Marcato, and the prescribed tempo is increased to 
quarter note = 176. The first trombone begins alone for the first two measures, piano, 
stating an eight-beat rhythmic motive that is utilized throughout the movement. After two 
beats of silence, all three parts enter forte and in unison, followed by a passage with ever-
shifting dynamics and rhythm. Nelhybel writes several sections of one of his most easily 
distinguished compositional devices, namely cascading, accented bell tones that cycle 
through all the parts and are presented in several different ways. Though the movement 
remains in B-flat major throughout, it has many more accidentals than the other 
movements. The tonality shifts several times before a gradual relaxing of the tempo and 
dynamic until in measure 40, Molto adagio is reached, which coincides with a dynamic 
change to piano in all three parts. From this point forward, the piece is essentially in a 
state of accelerando e crescendo to the end. Nelhybel utilizes a small amount of 
chromaticism to create some dissonance and far more rhythmic complexity and 
syncopation are present at the end than anywhere else in the three movements. The piece 
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builds and accelerates to a final B-flat major triad, voiced identically to the close of the 
first movement. 
 While it would be understandable to think of Contrasts in very simple terms, the 
piece, in fact, exhibits quite a bit of complexity, carefully worked out in ways that are 
approachable for young players. Upon closer examination, one finds that the composer 
has ingeniously crafted an excellent piece of music that—if worked on in its entirety and 
all details given full and equal attention by the performers—encourages independence in 
playing of parts and grants exposure to many of the fundamental elements of music: 
concepts of tuning and blend, tone control, rhythmic accuracy and complexity, 
articulation consistency and variety, dynamic range, and development of individual 
musicianship. These three short pieces should find their way into the standard repertoire 
of any trombone teacher’s studio. 
 
Interplays for Two Trombones 
For two trombones. Part of the Music for Young Players and Singers Ensemble Series, 
No. 2. Composition and premiere information unknown. Published in 1976 by J. 
Christopher Music Company. 
 
Figure 16. Vaclav Nelhybel, Interplays (incipit). 
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 Written in the same style and with similar intentions as Contrasts for three 
trombones, Interplays for two trombones is extremely well-suited for the young or 
otherwise inexperienced trombonist. A set of eleven single-page duets, each individual 
piece contains its own unique character and challenges. As a whole, the composition 
covers a wide range of musical elements that any young musician should aspire to 
develop. Key signature and range are the most straightforward aspects of the piece, and 
understandably so, given the target performers. None of the eleven movements has a 
specific metronome marking, leaving the question of exact tempo up to the discretion of 
the trombonists and what suits each situation best. The two parts are roughly the same, 
trading both pitch material and rhythmic ideas equally. Interplays has never been 
professionally recorded. 
 The first movement is marked Maestoso and is a canon at the unison, one measure 
apart. Nelhybel uses this first duet to begin the composition simply, with all elements of 
the movement remaining very stable throughout. The dynamic never changes after the 
opening forte, and there are no sections of contrasting articulation and style and only a 
few slurs. The combination of these elements maintains a stately and broad character 
throughout with little rhythmic complexity between the interactions of the two parts. The 
movement remains in the key of B-flat major from beginning to end, is entirely diatonic, 
and ends with a poco ritardando leading into a unison B-flat in the last measure.  
 The second duet, marked Espressivo and quasi legato, is in g minor. The 
movement opens piano, reaches a subito forte near its halfway point, and closes 
pianissimo, with an Allargando indicated for the last three measures. Again, as in the first 
movement, the rhythmic language is simple, and this movement provides an excellent 
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opportunity for the young player to develop the connected and lyrical quality that is so 
important for a trombonist. 
 In the third movement, marked Con spirito, Nelhybel begins to stretch the 
players, especially if a quick tempo is employed. The combination of 3/4 time and more 
syncopation than in the previous movements presents new challenges. Though the piece 
is in F major and strongly remains there throughout, the two trombones arrive at a unison 
c1 in the last measure. Considering that the following movement is also in F major and 
exhibits a similarly joyful character, the two movements could be performed attacca. 
Marked Vivo marcato, the fourth duet has significant amount of exact imitation, similar 
to the first movement but it is not a true canon. Nelhybel employs more accents here and 
the performers must strive to distinguish clearly among all printed articulations in order 
to capture the movement’s proper style. 
 Continuing the composer’s trend of remaining in friendly keys for young players, 
the fifth movement remains firmly in E-flat major. This duet is marked Con vigoro and 
also marcato in the second measure, and it exhibits more of Nelhybel’s signature 
staggered bell tones than any of the preceding movements. Similar to the transition 
between first and second movements, the sixth duet is in the previous movement’s 
relative minor key– c minor. It is marked Molto espressivo. The seventh and eighth duets 
can also be paired together well. Duet seven is in C major, Con bravura and marcato, 
with dynamic markings of forte and fortissimo; duet eight is in a minor, marked 
Cantabile and quasi legato. The chosen tempo should be arrived at while keeping in 
mind the composer’s breathing instructions. The movement is written in such a way that 
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it works well at whatever speed the performers choose, but players should not add breaths 
to those that are already indicated. 
 Movement nine is Moderato tenuto and is the first instance in the composition of 
changing meters, in this case alternating between 3/4 and 4/4 throughout. This duet can 
also be viewed as an exercise in suspensions and resolving dissonance, as the two parts 
are very close together for a majority of the movement. The tenth duet, Scherzoso, should 
be the fastest and lightest of the movements in 3/4. It features a lighthearted style, and 
relies on a clear emphasis of the pulse from the performers. Care must be taken with all 
accents. The ninth and tenth duets both have one sharp in the key signature; however, 
number nine is in e minor and number ten is in G major. Nelhybel ends the composition 
with a waltz in F major, duet eleven. The first half contains two short repeated sections, 
with the instruction to switch parts when repeating. 
 The range covered by the first trombone is F to f1, while the second trombone 
covers F to e1. An F-attachment is not required to perform either part. 
 
 
Duets for Trombones 
For two trombones. Composition and premiere information unknown. First published in 
1977 by E. C. Kerby Ltd.; reprinted in 2005 by Cimarron Music Press. 
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Figure 17. Vaclav Nelhybel, Duets (incipit). 
 
 Vaclav Nelhybel’s Duets for Trombones is a set of five, one-page pieces. It is a 
transcription of the Duets published in 1976 for horn and trombone, with the same 
movement, key, and time signature structure. All five movements are marked with quick 
tempo indications, and this is the primary factor that informs the composition’s technical 
challenges. While the work may not be best suited for typical recital programming, it 
exhibits excitement, a wide range of dynamics and articulations, and if performed 
cleanly, could still complement other pieces on a program. However, the piece’s 
pedagogical benefits are perhaps far more appealing than its suitability for performance.  
 Demonstration is one of the most helpful tools in a teacher’s toolbox, and the 
playing of chamber music in lesson settings can be a great aid to any student, regardless 
of age or ability. These five duets would be a useful sight-reading challenge for advanced 
students, or a more extended project for less experienced trombonists. The two parts are 
fairly equal in range and difficulty, with the first trombone spending slightly more time 
than the second trombone in the high range, while the second trombone has a few more 
passages in the low register than the first trombone. The range covered by the first 
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trombone is from B-flat to c2, while the second trombone part ranges from F to b-flat1, 
with two optional BB-flats. 
 In the first duet, marked Vivo and with the eighth-note pulse prescribed at 200 
beats per minute, the two parts are knit together tightly, setting the tone for the other 
movements in that the parts play off of each other in a furious and relentless push towards 
the final measure. Much of the pitch material focuses around the note D, and given the 
empty key signature, no accidentals in the entire movement, and the fact that Nelhybel at 
times viewed himself as a “modal composer,” it could be argued that this opening duet is 
an exercise in D Dorian. Perhaps this first duet could be used as an introduction to 
playing in the modes. Changing meters offer another challenge for the players. 
  The second duet is marked Tumultuoso and is in cut-time, with the half-note 
pulse listed at 100 beats per minute. From the first note, there should be a sense of 
turbulence and intensity. The movement alternates between two primary ideas. The first 
is comprised of staggered and sustained bell tones, accented in some of the sections and 
played legato in others. The second and contrasting idea is comprised primarily of eighth 
notes, usually softer in dynamic and articulated cleanly, passed back and forth between 
the parts. As with the first movement, the two parts demonstrate a near-constant interplay 
between them. 
 The third movement is Allegro marcato, in 3/4 time, and quarter note = 160. The 
two parts alternate accenting every other beat for nearly the entire duet, with exceptions 
only where Nelhybel transitions to a new motive or in a few sections that contain 
syncopation. This element of articulation results in an almost percussive characteristic to 
the piece, once more infusing the music with unrelenting drive.  
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 Apart from being in 4/4 time, the fourth movement might seem as though it 
should feel similar to the preceding movement, given its tempo indication of quarter note 
= 168. However, due to an increase in the presence of eighth notes in comparison to the 
third movement, the fourth duet instead moves more rapidly, justifying Nelhybel’s tempo 
indication of Vivace. Once again there is a near-constant trading of accents between the 
parts; however, this time the feeling is one of much more syncopation than the other 
movements. The dynamic never dips below mezzo forte and at times reaches fortissimo. 
Performers will be tempted to allow articulation to get heavy if they over-emphasize the 
accents and as a result the movement will tend to slow down. The approach with the 
tongue must remain light, especially with the accents and crescendos. Similar to the 
opening movement, Nelhybel focuses the pitch material around D, and in so doing also 
prepares for the last movement.  
 Marked Vivace, but the tempo indication now quarter note = 160, the fifth and 
final duet contains many similarities to the other movements. It also centers around D 
from beginning to end; it alternates between a light, articulate, and generally more 
rhythmic idea, contrasted with a sustained, louder, and slower-moving section; and the 
parts trade accents throughout. 
 Even though the individual movements are relatively short, if the entire work is 
performed as a set, it will present an endurance challenge for less experienced players. 
With a plethora of melodic and chorale-based material to choose from, trombone 
instructors who value playing with their students in lessons would find these duets a 
welcome addition to their repertoire. 
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Tower Music 
For eight trombones. Composition and premiere information unknown. Published in 1977 
by Joseph Boonin, Inc. Dedicated to Dr. Irvin Wagner and the University of Oklahoma 
Trombone Choir. 
 
 
Figure 18. Vaclav Nelhybel, Tower Music (incipit). 
 
 By far the most frequently performed of Nelhybel’s compositions for trombone, 
Tower Music is an exciting, dramatic, and exceptionally well-crafted piece for eight-part 
trombone ensemble. Born and raised in the region of the present-day Czech Republic 
known as Moravia, Nelhybel was very likely aware of the area’s long tradition of playing 
brass instruments from towers to announce events or mark the passage of time.  
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 Written in a declamatory, fanfare style, Tower Music is 97 measures long and 
between two and three minutes in duration. It is marked Allegro marcato with quarter 
note = plus or minus 160. Unlike most of Nelhybel’s other pieces for trombone ensemble, 
it is preferable to have both the seventh and eighth parts of Tower Music played by bass 
trombonists. While this is not required, at very least these lowest parts must be played on 
trombones with an F-attachment; the other six parts can be played on any type of tenor 
trombone. Collegiate trombone choirs regularly perform Tower Music, often with the 
parts doubled or even tripled. The refined palette of articulations and rhythmic precision 
required will present significant challenges to less experienced players, although Tower 
Music has been proven to be a successful work for massed trombone choir performances 
made up of players of all ages and abilities.  
 Many of the characteristics of Nelhybel’s best known works are on display in 
Tower Music. These include details such as bell tones (of which there are many), 
staggered entrances, sudden changes in texture through dynamics, articulation, harmonic 
language, scoring, and other means; and a number of sections that utilize a single 
rhythmic motive that is then answered repeatedly and passed through the other parts. 
Measure 79 is a prime example of this Nelhybel technique, which creates a constant echo 
effect across the ensemble. In this section, the first trombone begins a simple dotted-
eighth/sixteenth-note motive, which is immediately mimicked by the second trombone 
one beat later and copied across four other parts, occupying the next three measures 
before a new motive gradually replaces it. As a result of devices such as this, the eight 
parts are very independent at times, which requires each performer not only to have a 
grasp of the piece as a whole, but also to have a refined sense of pulse and stability of the 
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beat. Range of pitches covered by each part are: trombone 1, F to b-flat1; trombone 2, F 
to a-flat1; trombone 3, F to f1; trombone 4, F to g1; trombone 5, BB-flat to g-flat1; 
trombone 6,  BB-flat to f1; trombone 7,  BB-flat to f1; trombone 8, BB-flat to f1. 
 Notable recordings include those by the Chicago Trombone Consort and 
Tennessee Tech Trombones.50 Nelhybel composed Tower Music so it could be played 
together with his work for trumpet ensemble, Grand Intrada.51  In his performance 
instructions found in the score of both pieces, Nelhybel suggests that Grand Intrada first 
be played in its entirety. At the downbeat of its last chord, trombones should begin 
playing Tower Music to its end. After the last chord of Tower Music, both pieces may be 
played simultaneously. 
 
 
Three Temperaments for Four Trombones 
Written for Joel Blahnik. Composition and premiere information unknown. Published by 
E. C. Kerby in 1978. 
 
                                                
50 Chicago Trombone Consort, Chicago Trombone Consort, Albany Records TROY1183, 2010, CD. 
See also, Tennessee Tech Trombone Choir and Dr. Joshua Hauser, Areté, Mark Records 7166-MCD, 2012, 
CD. 
51 Vaclav Nelhybel, Grand Intrada, (New London, Connecticut: Cimarron Music Press, n.d.)  
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Figure 19. Vaclav Nelhybel, Three Temperaments (incipit). 
 
 In Three Temperaments for Four Trombones, Nelhybel contributed a well-
composed, three-movement composition to the trombone quartet repertoire, and though 
the piece is rarely performed, it is well-suited to collegiate trombone players and is also 
approachable for advanced high school students. While the demands of range and 
technique are not particularly difficult, the piece presents challenges in Nelhybel’s use of 
energetic and fast tempi. 
 The first movement, marked Allegro with a quarter note pulse suggested at 150, is 
an exercise in staggered entrances and bell tones, both of which were a staple of 
Nelhybel’s compositional style. The movement begins in d minor and ends in D major, 
but there is much tonal meandering in-between, and Nelhybel uses staggered entrances as 
a means to slowly work through an ever-shifting tonal landscape. The harmonic 
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characteristic of the movement is almost entirely chordal, making it an excellent tuning 
exercise regardless of the age or experience of the player. 
 In contrast, the second movement begins with the first trombone alone, marked 
Rubato and pianissimo, rearticulating an A natural in a rhythmic pattern for three 
measures. The other parts enter at this point, all on this same A natural, and they quickly 
change the composition’s texture by moving chromatically through slow glissandi, with 
each part beginning at a different point in the measure. These two elements—the use of 
slow glissandi and changing the harmony one note at a time on every eighth-note 
subdivision—sets the tone for the rest of the movement. There is an indication for all 
players to use a mute at the beginning of the movement but in what may be a misprint, 
there is no indication to remove the mute. Whether Nelhybel intended for the mutes to be 
used for all of the second and third movements is not known, so performers will need to 
make a decision on this for themselves. 
As the parts continue to play off of each other, there are occasional arrivals for the 
ensemble on a held chord, often led into with a crescendo for the whole ensemble. These 
moments of arrival allow for a slight sense of stability in the constantly changing 
harmony. In measure 21, however, Nelhybel writes the last of these arrivals and it is 
immediately followed by staggered bell tone entrances, cascading through the ensemble 
on every eighth note for the next ten measures. At this point, the music accelerates until 
the tempo is doubled at measure 41, marked Vivo. Here the texture immediately changes. 
The first trombone, marked subito piano, begins an arpeggiation of an A-major triad that 
is repeated by each of the other parts staggered by one beat, and the ensemble repeats the 
process three times with each one growing in dynamic. This section transitions to a much 
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more sustained and accented bell-tone motive, gradually increasing in dynamic and speed 
until a sudden return to the original tempo in measure 75. Glissandi briefly return once 
more as the piece gradually winds down into a soft, held A-major chord, which 
transitions attacca into the third movement where Nelhybel returns to the original tonal 
center of the piece, D. 
 Rhythmic independence and complexity are on full display in the final movement, 
which presents the greatest challenge to the players. Not only do the parts frequently 
dove-tail throughout the movement, but the opening metronome suggestion is 104 for the 
half-note pulse, with a rhythmic language primarily comprised of eighths and quarters. 
Nelhybel uses the parts in pairs far more in this movement than the previous two, often in 
a call-and-response between the players. The tonal center and speed of the piece change 
several times through the middle section of the piece, with a return to the original 
material in measure 47. Once more, Nelhybel writes several staggered bell-tone sections, 
which harken back to the first movement, and the movement closes with a sudden tempo 
change that cuts the speed in half. The four parts move through a slow, chorale-like 
passage ending in D major, fortissimo, and slowing until the final resolution. 
Three Temperaments does not require an F-attachment in any of the parts. The 
lowest note for any of the four parts is E, occurring a total of 3 times, all in the fourth 
trombone part, with two of these coming in succession and requiring execution in seventh 
position due to being preceded and followed by glissandi. Though it may be preferable to 
use a bass trombone on the bottom part, the fact that any type of tenor trombone can be 
utilized to cover any or all parts makes the piece greatly accessible. Overall range of the 
piece is from E up to g1, with the g1 occurring only twice in the first trombone part. 
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Nelhybel’s signature rhythmic style and palette of articulations offer trombonists a useful 
opportunity to work on these elements. No professional recordings exist of the piece to 
date, though Dr. Nathan Siler’s forthcoming recording will include Three Temperaments. 
The duration of the piece is approximately 6 minutes. 
 
 
Madrigal for Five Trombones 
Composition timeline unknown. Published in 1979 by Barta Music Company. 
 
 
Figure 20. Claudio Monteverdi/Vaclav Nelhybel, Madrigal (incipit). 
 
 Though the composition is published, very little information is known concerning 
Nelhybel’s Madrigal. Originally composed by Claudio Monteverdi, a composer Nelhybel 
held in high esteem, this short piece was part of Monteverdi’s lost second opera, 
L’Arianna. The Madrigal takes place in the opera as an aria, a lament sung by the lead 
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character, Arianna, and titled Lasciatemi morire, often translated into English as Oh, let 
me die. Later in Monteverdi’s life, he extracted the aria and arranged it separately for five 
vocal parts, retitling it Madrigal. Though there is no definitive information in the 
Nelhybel Collection concerning this version, it is apparent that Nelhybel simply made an 
instrumental transcription of Monteverdi’s five-part Madrigal. Similar to a host of other 
works by Nelhybel, the piece is published in a way that allows for and encourages a 
broad assortment of instrumentation possibilities. Included with the score and parts is a 
sheet explaining the composer’s intent and also providing several examples of ensemble 
options. Under the brass category, a trombone quintet is included as one of these options, 
and for this reason the work is included herein as one of Nelhybel’s works for trombones. 
 The piece is a single movement, 34 measures in length, and depending on the 
tempo chosen will range from two to four minutes in duration. Marked Lento, it is 
understandably slow and plodding, owing to the character of Monteverdi’s lament. While 
the rhythm and harmonic structure is simple and straightforward, the piece requires the 
first and second trombones to read in treble clef and perform in the upper register for 
extended periods of time; bass clef parts are provided only for trombones three, four, and 
five. Due to the range of the top two parts, one or two alto trombones may be utilized. 
The range for each of the five parts is as follows: first trombone, d1 to d2; second 
trombone, c-sharp1 to b-flat1; third trombone, e to g1; fourth trombone, d to d1; fifth 
trombone, D to a. Though the range demands are challenging for the top three parts, if 
played by younger or less experienced trombonists, it is important to note that each of 
parts one through four receives an ample amount of rest throughout the work. 
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 Remaining in 4/4 time throughout, the piece is written in a chorale-like style, 
containing slow-moving chord progressions and plenty of suspensions and other 
moments of tension followed by resolution. The dynamic range covered for all five parts 
spans from pp to f, providing a useful opportunity to work on dynamic control and blend 
in slower, sustained playing. 
  82 
CHAPTER 6 
CONCLUSION AND ASSESSMENT 
Vaclav Nelhybel burst onto the music scene in the United States shortly after 
emigrating from Germany in 1957. His music featured prominently in performances by 
American wind bands in the second half of the 20th century, captivating audiences and 
performers alike. As his music gained critical acclaim, many described it as new, 
exciting, and distinct, and it left lasting and vivid impressions on those who felt fortunate 
to experience the composer’s work. Frank Bencriscutto, a long-time director of collegiate 
bands in the United States, included Nelhybel in the same breath with discussions of 
Vincent Persichetti’s role and prominence in American wind band music of the 20th 
century.52 Notable wind band directors such as Frederick Fennell, Frank Battisti, and 
William Revelli held the composer in high esteem, and they gave frequent performances 
of many of Nelhybel’s compositions throughout their distinguished conducting careers. 
Battisti, when recounting his initial encounter with Nelhybel’s music, recalled, 
“Everyone present was very excited by this music and the new sounds Vaclav had 
created. We knew we were hearing a new and exciting musical voice.”53 Looking back on 
Nelhybel’s role and influence on wind band music, Battisti stated, “As the years passed, 
Vaclav continued to compose exceptional pieces for the wind band and wind ensemble. 
His music played a significant role in defining the emerging ‘new American wind band’ 
in the last half of the 20th century.”54 
                                                
52 Frank Bencriscutto, tribute to Nelhybel, March 31, 1996. Courtesy Dorothea Nelhybel. 
53 Frank L. Battisti, tribute to Nelhybel, April 8, 1996. Courtesy Dorothea Nelhybel. 
54 Ibid. 
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In his compositions for solo trombone and trombone ensemble, Nelhybel left a 
significant contribution to the trombone’s repertoire. These works range in difficulty 
from middle school level through the most advanced collegiate abilities, and even to 
professional soloists and ensembles. But a lack of knowledge of and scholarship on these 
works has left them in the dark, largely unknown, mostly unrecorded, and, today, rarely 
performed. It has not been the intention of this project to compare these pieces to those 
that have long been considered to be the masterworks for trombone. Musical trends come 
and go, but the most influential works always stand the test of time. The purpose of this 
project has been to shine a brighter light on Nelhybel’s works for trombone and to bring 
greater attention to them. These compositions communicate a unique musical voice and 
contain a distinct musical quality, style, and sound. All of them are worthy of inclusion in 
the standard repertoire for the instrument. 
Though numbers can only tell part of a story, the sheer volume of Nelhybel’s 
output of high-quality music for trombone places him at the forefront of the list of 
notable composers of music for trombone. This fact alone places Nelhybel alongside 
other prominent 20th and 21st-century figures who have composed prolifically for 
trombone, such as Eric Ewazen and Steven Verhelst, two composers whose music is 
immensely popular among student and professional trombonists. Many trombone 
ensembles have performed what is perhaps Nelhybel’s most well-known trombone work, 
Tower Music. He contributed several fine works for a smaller number of trombones, most 
notably his 6 Pieces for 4 Trombones and Three Temperaments. From a pedagogical 
perspective, the inclusion of his duets and other works in trombone lessons and studio 
classes has significant value. Finally, of all the pieces mentioned in this study, there is no 
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contribution greater than Nelhybel’s concertos for trombones. These works are 
challenging and communicate a very specific and deep musical message from the mind of 
an important composer of the 20th century. 
In the years to come, there is significant opportunity to conduct more research on 
the life of Vaclav Nelhybel and his music. His is a body of work that would benefit from 
further re-examination, and this project is part of that needed re-assessment. Those who 
sat under his baton, who were exposed to his music and personal character through 
rehearsals, performances, masterclasses, and other experiences, held him in the highest 
regard. In the weeks immediately following his death, many of these individuals reflected 
on interactions with Nelhybel and the impact he had on their lives. In a tribute written by 
Hubert Bird, who considered Nelhybel one of his mentors, he described the composer as 
“a fine, respected teacher in every sense, but with a special, personal connection for 
which I will be eternally grateful. That was, in part, his way—the professionalism always 
there, yet with the strong guidance of a friendship equally felt and readily extended.”55 
Jeffrey Curnow, now associate principal trumpet with the Philadelphia Orchestra, spoke 
for many when he reflected on his time as a principal trumpet player who played under 
Nelhybel’s baton: “I will never forget the way he conducted. It was straight from his 
heart. And I will never forget the way he inspired me to play. . . straight from my heart. I 
carry that with me to this day. There is really no other way to be a musician.”56 
Such was the influence of Vaclav Nelhybel. “Music is my life,” he told Peter 
Boonschaft. “When asked why I compose I reply with what to me is an obvious answer, 
and that is that composing is the best means for me to manifest my existence as a human 
                                                
55 Hubert Bird, tribute to Nelhybel, April 12, 1996. Courtesy Dorothea Nelhybel. 
56 Jeffrey Curnow, tribute to Nelhybel, n.d. Courtesy Dorothea Nelhybel.	
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being.” “Coming to America,” he said, “proved to be one of the most profound changes 
in my life. . . America offered me the opportunity to participate in music making with the 
entire gamut of grade school students, college musicians, a variety of non-professional 
musicians, and professional musicians.” His music for trombones—all of which was 
composed in his adopted homeland—reflects the totality of this compositional diversity. 
This re-examination of Vaclav Nelhybel’s works for trombones serves to validate his 
influence on three generations of musicians, and confirms the composer’s own 
assessment of his impact, his “satisfaction of knowing that I have spent my life 
meaningfully.”57 To which trombonists can gratefully say, “Amen.” 
  
                                                
57 Boonshaft, 309-310. 
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–––. Tower Music. Hackensack, New Jersey: Joseph Boonin, Inc., 1977.  
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Recordings in progress, to be released in the near future: 
 
- Prague Castle Guard/Czech Police Symphonic Band 
• Concerto for Bass Trombone and Wind Ensemble 
 
- Dr. Nathan Siler, Associate Professor of Trombone, Eastern Kentucky University 
• Three Organa 
• Three Temperaments 
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• Counterpoint No. 2 
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APPENDIX A 
SELECTED LIST OF WORKS BY VACLAV NELHYBEL 
THAT INCLUDE TROMBONES 
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While the focus of this paper is on the works by Vaclav Nelhybel for trombone 
solo and trombone ensemble, he utilized trombones in many of his other compositions. 
The list below is a selection of other notable works that include one or more trombones, 
either in a modestly featured setting, such as a chamber group found in the mixed 
ensembles section, or in a unique instrumentation as part of a band or orchestra 
composition. Further research into his 200 unpublished works that are part of the 
University of Scranton’s Nelhybel Collection may result in the discovery of more works 
by Nelhybel that include trombone but are not known at this time. 
 
Published Works: 
- Mixed Ensembles 
• A Mighty Fortress (2 trombones) - Agape, 1977 
• All Creatures of Our God and King (2 trombones) - Agape, 1977 
• All Glory, Laud and Honor (2 trombones) - Agape, 1977 
• Battle Hymn of the Republic (brass choir) – Somerset, 1980 
• Bear Dance (1 trombone) - Barta Music 
• Brass Quintet No. 1 (1 trombone) - General Music, 1968 
• Brass Quintet No. 2 (1 trombone) - General Music, 1970 
• Chorale for Brass and Percussion (3 trombones) - General Music, 1965 
• Concertante (16 winds – unknown if it includes trombone) - Great Works 
• Concerto Antifonale for Brass (5 trombones) - Granco Colombo, 1966 
• Concerto for Horn (one trombone) - Ludwig Music Publishing Co., 2006 
• Counterpoint No. 5 (1 trombone) - Barta Music, 1979 
• Crown Him with Many Crowns (2 trombones) - Agape, 1977 
• Designs for Brass (3 trombones) - Boosey and Hawkes, 1966 
• Divertimento for Fifteen Winds (4 trombones) - Great Works, 2001 
• Duets (1 trombone) - E.C. Kerby, 1976 
• Festival Hymns and Processionals (2 trombones) - Agape, 1977 
• Gloria Patri (2 trombones) - Agape, 1977 
• Glory of the Lord (3 trombones) - J. Christopher Music Company, 1981 
• Grand Intrada (4 trombones) - Joseph Boonin, 1977 
• Musica da Camera for Jazz Band – Barta Music 
• Now Thank We all our God (2 trombones) - Agape, 1977 
• Numismata (2 trombones) - General Music, 1965 
• Ostinato (1 trombone) - Barta Music 
• Piano-Brass Quartet (1 trombone) - General Music, 1965 
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• Prelude and Toccata (2 trombones) - Agape, 1979 
• Quintetto Concertante (1 trombone) - General Music, 1967 
• Slavic March for Brass and Percussion (3 trombones) - General Music, 1965 
• Sonata Da Chiesa No. 3 (2 trombones) - Joseph Boonin, 1977 
• Soundpiece (4 trombones) - Ludwig Music Publishing Co., 2003 
• Theme and Variations (1 trombone) - J. Christopher Music Company, 1976 
• Three Movements for Organ and Brass (2 trombones) - Franco Colombo, 1970 
• Three Preludes (2 trombones) - Pocono Mountain Music Publishing (not yet 
published) 
• Toccata (brass octet – unknown if it includes trombone) - Barta Music 
• Toccata and Fugue (2 trombones) - Agape, 1979 
• Trio for Brass (1 trombone) - General Music, 1965 
• Trio for Brass (1 trombone) - Great Works Publishing, 2000 
• Trumpet Voluntary (1 trombone) - Hope Publishing Company, 1981 
 
- Orchestra 
• Dies Ultima (orchestra and jazz band) – E.C. Kerby, 1967 
• Divertimento for Brass Quintet and Orchestra - Great Works Publishing 
• Sine Nomine (orchestra and band) – Franco Colombo, 1969 
• Suite No. 1 (one trombone) - J. Christopher Music Company, 1977 
• Suite No. 2 (one trombone) - J. Christopher Music Company, 1977 
 
- Wind Band 
• Amen for Everyman (band and jazz ensemble) – Barta Music 
• Antiphonale (band plus brass sextet - 3 trombones) - Franco Colombo, 1972 
• Estampie (band plus antiphonal brass choir - two trombones) - Frank Music 
Company, 1966 
• Organum (band plus antiphonal brass choir - two trombones) - E.C. Kerby, 1973 
 
- Choir 
• Celebration Cantata (3 trombones) - Barta Music 
• Christ the Lord is Risen Today (2 trombones) - Hope Publishing Company, 1980 
• Hallelujah (arr. for brass - 3 trombones) - Agape, available from Hope Publishing 
Company, 1978 
• Help from the Hills (organ or trombones) - J. Christopher Music Company, 1976 
• Hymn Cantatas (optional 2 trombones) - Agape, 1979 
• Hymns (2 trombones) – Franco Colombo, 1970 
• I Do Not Like Thee, Doctor Fell! (Optional instrumental accompaniment - 1 
trombone) - E.C. Kerby, 1976 
• Let Everything that Hath Breath (Brass Quartet - 2 trombones) - European 
American Music, 1977 
• Praise the Lord (trumpet/trombone duet acc.) - Barta Music (UP) 
• Psalm 150 (Let Everything that Hath Breath) (Brass Quartet - 2 trombones) - 
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European American Music, 1977 
• Psalm 150 (Praise Ye the Lord) (brass quartet - 2 trombones) - European American 
Music, 1977 
• Te Deum (optional instrumental acc. - 3 trombones) - Barta Music (UP) 
• The Glory of the Lord (optional instrumental acc. - 3 trombones) - J. Christopher 
Music Company, 1981 
 
Unpublished works (at this time, scoring for trombone in these works is mostly unknown; 
this list contains some of the information given in the University of Scranton’s Nelhybel 
Collection listing of his works):  
- Solo instrument 
• 16 concertos 
 
- Chamber music 
• Miniatures for Brass Quintet  - Pocono Mountain Music Publishing (in progress, to 
be published in the near future) 
• Piano Sextet (includes 1 trombone) - Barta Music 
• 22 small ensemble works – including duos for brass and other chamber pieces 
 
- Large Ensemble 
• 21 orchestral 
• 25 choral 
• 3 operas 
• 40 compositions for band 
 
